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The art of the Palace Complex at Palenque is probably more diversified than that of any 
other Maya city. One hundred and seventy-six separate examples of art remain whole 
or in fragments in the Palace alone (fig. 1, Table 1). This includes mural painting, wall 
painting, stone sculpture, and stucco sculpture, as well as art forms worked into walls, 
pillars, whole facades of buildings, roofs, roofcombs, basement panels, stairways, thrones, 
and subterranean passages. It includes art that is aesthetically pleasing as well as utili- 
tarian; art for the public, and for the elite; art that was intended to be seen and art that 
was never meant to be viewed. As far as stucco figural painted sculpture, one can say 
unequivocally that it is the finest of this ancient art remaining in the world today. 

Volume II of this series deals with the art of the early buildings of the Palace Complex. 
In this volume I will not only be recording the art of these late Palace buildings but in 
so doing will be telling the history of the kings and queens who built the complex and 
diversified group of structures. These men and women were behind the growth of this 
ancient Maya city, the lords who controlled the destiny of their people and the output 
of great art that they produced. Each generation of rulers (Tables 2, 3) improved upon 
the quality and technical craftsmanship of the art to attain an almost three-dimensional, 
aesthetically pleasing style of architectural figural sculpture. 

The art of the late Palace buildings showed a marked change from that of early 
structures. There is no evidence of late mural painting, although there is evidence of 
secco (dry) wall painting, some of which was done in the early House E murals and then 
repainted in late times, as I pointed out in the earlier volumes of this series. There is no 
return to stucco sculpture covering only one half of the pier as on the western piers of 
House C, nor was there any return in late Palace buildings to compositions of single 
standing figures such as on Houses B and C. Two-figure and three-figure compositions 
were introduced in stucco sculpture, and these too progressed from the three-figure, 
static, triangular compositions of House A to the animated, almost three-dimensional 
compositions involving two persons in House D. We shall see how other artistic inno- 
vations evolved also, such as huge stucco heads without bodies, displayed on three-tiered 
levels on the north substructure of the Palace Complex. Some of the same methods of 
stucco construction were retained, whereas others were discarded. There was also a 
change in roof sculpture, from the detailed serpentine compositions, such as were on 
House B, and the immense masks of House C roofs, to cross-legged humans seated on 
thrones projecting out as shelves on the roofs of Houses A, D, and probably A-D. 

From the plan of the Palace Complex (fig. 1) and air views of the Palace (figs. 2, 3) 
and a reconstruction drawing of the air view (fig. 4), the entire complex arrangement of 
buildings can be seen. The chronology of building activity and rulers associated with it 
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is noted in fig. 5 and Table 4. The earliest known building of the upper terrace platform 
is House E, which I believe was built during the reign of Lady Kan-Ik (A.D. 583-604), 
as discussed in Volume Il. Compared to all later structures of the Palace Complex, this 
structure’s major differences lead me to believe firmly that House E was built before 
Pacal the Great’s time (A.D. 603-683). House E is the only Palenque structure with 1. 
no roofcomb; 2. an entire wall painted white; 3. codex-like motif paintings on the entire 
western face; 4. no piers; 5. stone thatch on the roof apron course; 6. no stucco sculpture 
on the roof; 7. 85° slope to the upper freize as compared to 77°-74° slopes for other 
buildings; 8. much wider apron moulding than other buildings; and 9. exterior wall 
thickness of 59-60cm as compared to 91cm for House C. Motiepa time (late Early Classic; 
see Table 4) closes at the very end of the sixth century, about the time of Lady Kan-Ik’s 
reign. 

The second building erected on the upper terrace would have been House B. Robert 
Rands (personal correspondence) referred to Motiepa pottery from House B (just three 
sherds from seemingly a single vessel) in the construction fill of the roof. This means 
that House B cannot be earlier than Motiepa, but may be later. The third and fourth 
buildings would have been Houses J and K, although very little of these two structures 
remains. House J is on the extreme eastern side of the platform directly to the west of 
House E while House K occupies the same position on the opposite extremity of the 
upper terrace on the west. Rands told me that there were large quantities of Otolum 
sherds in the rubble-and-earth wall construction at the southern end of House J and all 
pottery seems to relate to this phase, so an Otolum date of construction is probable. 
The wall of the structure was virtually torn down and reconstructed by Alberto Ruz. 
With the building of these two structures, a small courtyard was formed on both the 
east and west sides of House E. These courts are now known as the Tower Court to the 
west of House E and the Southeast Court to the east of House E. House C would have 
been built next during the reign of Pacal, after Houses B, J, and K. It is still not certain 
just when House L, at the very southwestern corner of the upper terrace was built, 
whether at the same time as House K, at the time of the Cross Group, or later, during 
the construction of Houses G and H. Very little remains of this building and most of 
the remaining portion has been reconstructed. This building will be discussed in more 
detail further on. 

The next major building in the Palace Complex would have been House A, built during 
the reign of either Chan-Bahlum II (son of Pacal) or his younger brother, Kan-Xul II. 
Chan-Bahlum II ruled from А.р. 684 to 702 and five months after his death Kan-Xul 
took office. I am inclined to favor Chan-Bahlum II as being the protagonist: Schele, 
however, favors Kan-Xul II*. Besides the fact that Chan-Bahlum IP’s portrait is sculptured 


* Schele argues for Kan-Xul’s being the builder of dynamics of the cracks in Houses D and A suggest they 
House A (Schele 1981:111) mainly because she sees are breaks in continuous construction, not the bound- 
Houses A, D, and A-D as being built in a single con- aries between independently constructed buildings. 2. 
struction phase; I see House A first, House D second, There are no other areas that can be identified as splice 


and House A-D last. She feels that: “1. The structural junctures. 3, The vaulting, especially at the inner corner 
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on Pier D and possibly on Piers B and C, Peter Mathews (personal correspondence 1982) 
has given me information supportive of this. Mathews notes that an extended hieroglyphic 
inscription undoubtedly ran the length of the building immediately below the lower 
cornice of the outer facade on the eastern side. This inscription included not only the 
three glyph blocks or medallions over each pier, but an equally spaced group of glyph 
blocks that continued across the front edge of the now-fallen wooden lintels. With each 
pier measuring approximately 185cm and spaces between them averaging 274cm, there 
would have been a total of sixty-eight glyphs for the inscription. 

Pier A has a 11 or 12 katun glyph in position 3, Pier C has a “house” glyph in position 
27, a “Sun God” in position 28, and a “hand and cauac” in position 29; Pier D has a 
9 (?) in position 41 and kins in position 42, while Pier E has an animal head in position 
53 and God C in position 67. Unfortunately, that is all that remains, but Mathews 
suggests that if the katun coefficient of glyph 3 is 12, it is possible that the Initial Series 
(LS.) date was 9.12.19.14.12 5 Eb 5 Kayab, a very important date in the life of Lord 
Chan-Bahlum, and one for which the event glyph is “house” (glyph 27). The “house” 
glyph, Mathews states, is approximately in the correct position for the verb of the 1.5. 
date, if we assume the presence of an 819-day count station, which is so commonly 
included in other Palenque I.S. dates. With this reconstruction, the 819-day count station 
would be 9.12.18.7.1 1 Imix 19 Ch'en. Also, Mathews points out a solution for the 
1.5. date for Pier A from its surviving constituent parts, which would be 9.11.15.14.19 4 
Cauac 7 Tzec (A.D. 667) or 9.11.15.15.0 5 Ahau 8 Tzec. This will be explained in the 
more detailed discussion of Pier A. 

If Mathews’s proposal of 9.12.19.14.12 5 Eb 5 Kayab (A.D. 692) as the “house” 
event for Chan-Bahlum II on the medallions running the length of the building across 
the piers and lintels, which places the date nine years after his accession to office, and 
if A.D. 667 is the I.S. date for Pier A, then two dates well within the reign of Chan- 
Bahlum II are recorded in the most conspicuous and important locations on the building. 

The date proposed for the running inscription would have been a very important event 
in his life. The I.S. date proposal for Pier A would have been sixteen years before Chan- 
Bahlum II took office, when he would have been thirty-two-years old. He was heir to 


of House D, shows that the vault and capstone turned 
the corner and continued along the inner north gallery 
without break. 4. All other examples of the splicing of 
constructions from different phases of construction in 
the Palace show clear demarcation lines at splice bound- 
aries and non-interlocked coursing. These do not exist 
in the north buildings.” 

She places strong emphasis on the fact that “neither 
House A nor House D includes a major ceremonial ac- 
cess into the interior of the Palace. The penetrating door- 
way in House D opened onto the stairs leading to the 
Tower and, although there is a central door in House 
A, no stairway existed on the eastern building to allow 
access to this central door. Major processional access 


seems to have been at some other facade. Excavations 
along the north facade (Ruz 1949) have shown that two 
superimposed stairways exist on this facade with the 
inner one contemporary with the construction of the 
north superstructure. The foundation of this building 
consists of large slabs with earth mortar overlaying an 
earlier platform structure found at the depth of 4.35 
meters. No intermediate floors were found between the 
floor level of the northeast gallery and the buried plat- 
form. Clearly the platform on which the north building 
rests was laid as a single-phase construction episode that 
achieved a height equal to the floor level of the Northeast 
and Northwest Courts, and it buried a very low platform 
from an earlier phase.” 
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the throne of Palenque. Lord Kan-Xul II would have been twenty-four years old and 
would not take office until five months after the death of Chan-Bahlum II thirty-four 
years later. The dates for the tablets of the Temple of the Cross, the Temple of the 
Foliated Cross, and the Temple of the Sun 9.13.0.0.0 (A.D. 692) is the same year as the 
“house” event proposal for the lintel band on House A and it would have been reasonable 
for Chan-Bahlum II to tie himself to the Palace Complex as all of his other ancestors 
had done. This was his ancestral home, where making a major contribution to its ar- 
chitectural construction would have been as important as building his own complex, the 
Cross Group. 

To substantiate this further, César Sáenz told me of two identical caches, one in the 
roof of the Temple of the Foliated Cross and one in the roof of the west room of House 
L. Each cache contained identical polychrome cylindrical vessels with covers containing 
skeletal remains of a midget owl. These caches would not necessarily date the buildings, 
as they were intrusive in the roofs of both structures, but it does tell us that the caches 
were made at the same time but in very different locations within the city. 

House D on the western edge of the Palace Complex and House A-D flanking the 
space between Houses A and D on the north, as well as the northern tiers and stairs, 
were undoubtedly built by Kan-Xul II, ruler from a.p. 702 to 711. 

The time span for this construction was approximately two-hundred years, seven 
known generations of Palenque rulers, from the time of Lady Kan-Ik through the reign 
of Kuk (see Table 2). Most of this building explosion took place during the reigns of 
Pacal the Great, Chan-Bahlum II, and Kan-Xul II, spanning the entire seventh century 
and the first quarter of the eighth. Chan-Bahlum II, king of Palenque from А.р. 684 to 
702, seems only to have contributed to the Palace construction with House A and the 
roof cache in House L. He concentrated on finishing the piers and inscriptions on the 
Temple of the Inscriptions and on the Cross Group buildings. Construction carried out 
by Chaacal II and Chac-Zutz’ was apparently minor. 
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House А 


The plan of House А is basically the same as for other major palace buildings—two long 
corridors whose exterior facades were piers acting as supports for the roof (fig. 6). The 
corridors were separated by a thick wall with only one opening between the corridors. 
Usually, in Palenque buildings, these long corridors had doors at both ends, but on House 
A there is no evidence of closed ends. The inner and outer corridors of House A-D 
connect with the inner and outer corridors of House A. A comparison of the various 
architectural features of Houses E, B, C, and A (Table 5) indicates that room spans of 
House A were narrower, wall heights were more in keeping with House C, and wall 
thickness was more like that of Houses B and C. 

The entrance to House A would have been through the central opening on the eastern 
side of the building, between Piers C and D (fig. 7) and would have been through the 
combination ogee-trefoil arch (fig. 8). This unique arch between the eastern and western 
corridors of House A is similar to the “keyhole” openings cut into the vaults. This double 
ogee-curved vault bulges just before the vault spring. At this point the vault ends and 
the perpendicular walls of the doorway intersect the arch. The sophisticated engineering 
feat of building such an arch does not seem to have been attempted at any other Maya 
site. If one looks up while entering the building, one feels as though he is entering a 
mosque. 

Other vault innovations found throughout later structures of the Palace Complex 
appeared first in House A. The keyhole openings in the vaults (fig. 9) are the most 
spectacular and their purpose has been a continual puzzle to all those visiting the site. 
These keyhole niches (fig. 10) are recessed a great distance into the vault on one side of 
the median wall, while on the opposite side of the same wall they are recessed a very 
short distance (about 20cm) (fig. 11). Still others, which at one time were deep niches, 
were filled in with mortar on the sloping plane of the vault. Later buildings of the palace 
retained these keyhole openings but in a decadent form. We do not know the reason for 
the shape of these openings, but we do know their engineering function. They lighten the 
roof load considerably by decreasing the volumetric amount of stone and mortar needed. 
Roys (1934:46), however, felt that these keyhole openings weakened the vaults, and it 
was the exceptionally strong masonry that compensated for this. 

The mansard roof, unique for Maya sites at Palenque, with its sloping sides (fig. 12) 
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and the high roofcomb centered over the median wall of the building, lightens the roof 
load by reducing the cubic volume of masonry that is ordinarily found in other types of 
roof construction. In reducing the volume of masonry, making the outer face of the 
sloping roof parallel to the vault, and centering the roofcomb over the median wall, the 
thrust of the roof structure is forced down to the center wall. Thick walls, such as those 
at Tikal, are not so necessary as roof supports. It took a mastermind of engineering to 
design this type of roof. Bolles (1977:300) defines the Maya vault as “more like a V- 
grooved section of solid masonry set upside down on two walls and exerting no lateral 
force upon them.” 

Zapote beams, which spanned the vaults at several usually regular intervals within the 
corridors, were used as supports while the fresh mortar was curing. They would have 
had no value as vault supports after the masonry had set and probably very little at any 
time. John Bolles suggested to me in 1968 that the vault beams were used for workers 
to lie or stand on while finishing upper portions of the vaults and for decorating the 
vaults as well. 

House A had sculptured personages seated cross-legged on thrones atop the sloping 
roofs. The Temple of the Sun followed suit, and they were probably also on the seated 
platforms on the Temple of the Inscriptions roof. Earlier buildings of the Palace Com- 
plex—Houses B and C—had their roofs adorned with giant masks and serpent com- 
positions as well as cavorting figures stationed between the masks. All that remains of 
these thrones are the supports, which still retain some stucco sculpture and paint (fig. 
19), 

Although the actual entrance to House A would have been on the eastern side of the 
building, Martha Robertson first noticed that it would not have been possible to reach 
this side of House A by stairs on the east of the Palace Complex, as no stairs were ever 
there. This is confirmed by the early 1889 photographs and negatives of Alfred P. 
Maudslay (figs. 14, 15). These clearly show that there was a very steep straight wall 
extending across the entire east face of House A. In the first of these two photographs, 
this wall is visible for an approximate distance of several meters below the platform in 
front of the House A piers. All of the Maudslay negatives in the British Museum indicate 
the same thing. The second Maudslay photograph shows the eastern side of the palace 
from the south. The bottom two terraces can be seen. 

There are four Ik (T-shaped) openings in House A. One goes all the way through the 
median wall. Another once went all the way through the wall but was later filled in on 
the eastern side and left open on the western side. The third was always only open on 
the west, and the fourth was at one time also open only on the western side, but the 
upper arm portion was later filled in, leaving only a rectangular niche on the west. There 
is an Ik opening in the median wall of House D through which one can look directly 
through an IK in House C and straight out through the entrance on the eastern side of 
House A. In this way, a person in House D could see, without being seen by, anyone 
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entering the palace. One can also sight from the second IË south of the entrance doorway 
in House A through the far south Ik in the median wall of House C and through it to 
the far south Ik in House D. Again one can sight from the far north Ik in the median 
wall of House C through to the far north Ik of House D. 


HOUSE A PIERS 


Pier A, the southernmost pier on the east face of House A, is a glyphic panel (figs. 16, 
17, 18). The pier on the far north was probably glyphic also, following the pattern of 
subject matter of piers on the Temple of the Inscriptions. The same system was followed 
on the Temple of the Sun with glyphic panels on the outer piers and figural panels on 
the central piers. It was also to be the procedure for House D, although Pier A is missing; 
Pier G on the far south of the building had a glyphic text. House C, an earlier structure, 
did not follow this pattern, however. The contents of the pier on the far north on the 
western face of House C are unknown, but the far south Pier F has a figure sculptured 
on it. 

The sculpture on the House A piers is typical of early sculptural methods for stucco 
sculpture at Palenque, except in one very important way: there are no armatures in the 
House A pier stuccos, whereas all earlier stucco sculpture incorporated armatures in 
their work. In other ways House A stuccos resemble earlier works—flat and linear with 
little or no indication of three-dimensionality, although there were attempts at it. The 
composition of these works of art on the House A piers, however, is quite different from 
that of earlier times. Early buildings, such as House B, exhibited flat linear single figures 
on the piers. The figures’ legs on the doorjambs of the southwest room of House B are 
extremely flat and spread wide apart in a front-facing stance. This same style and stance 
appears in single figures of the North Group piers, and is likewise the same on the piers 
of the Olvidado. The Temple of the Inscriptions piers were composed of single-facing 
figures with legs spread apart but with the feet pointed out and hanging slightly over 
the bases upon which they stood. 

The three-figure composition was introduced on the House A piers. The compositional 
layout is triangular with a standing figure in the center and two seated personages flanking 
each side at the bottom. The flamboyant, brilliant headdress directs the eye upward, 
always centering on the standing figure. These figures, compared to the narrative action 
exhibited on House D piers, create a formal composition exhibiting much less actual 
realism and only suggested action. 

The realism shown on House A piers is suggested realism, such as following a sequence 
for dressing figures from the underwear to skirts, capes, belts, loincloths, feathers, and 
beads. These piers reveal the natural pose of figures, but neither the dramatic realism of 
the three-dimensional flowers, nor the thick biceps, sturdy legs, and action directed to 
specific persons as exemplified on the House D piers. Faithful rendering of stature and 
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deformities of individuals is noted on the House A piers, however. Pier C portrays Lady 
Zac-Kuk’s larger than normal body and head with elongated jaw, a sign of acromegaly. 
Pier D notes the polydactyly on the six-fingered hand of Chan-Bahlum. 

Each standing figure on the piers is shown in single profile, holding a staff with a god 
at the top. In all cases, the standing figure wears a top-heavy feather headdress of long, 
flowing feathers, fish nibbling waterlilies, sepent-birds, and gods. Only the gods and 
headdress paraphernalia differ. The seated figures are all in the same position: profile 
view with legs tucked under the body so that one sole of the foot shows under the thigh. 

The standing and the seated figures alike were made from patterns (Greene Robertson 
1975:455). On Piers B, C, and D the standing figures have the same body proportions. 
The arms of the standing figures on Pier C and D are identical except for the positions, 
as if the sculptor worked a paperdoll whose arms could be moved about. The standing 
figure on Pier E is the same also, except that the body proportion has been kept normal 
instead of being drawn out at the mid-body area as on Piers B, C, and D. This is why 
these last three figures appear abnormally stretched out, as if they were in two pieces, 
one for the upper part of the body and one for the lower part, allowing the artist to fill 
in the center portion according to whether a person was tall or short. 

The seated figures display only 2cm difference in their heights except for the left seated 
figure of Lady Zac-Kuk on Pier C, which is 4cm taller than the opposite figure as well 
as those on the other piers. For Lady Zac-Kuk, mother of Pacal and the ruler of Palenque 
before him, this difference in size is attributed to her presumed acromegaly. This is a 
debilitating disease caused by the overproduction of the pituitary gland at the base of 
the brain, resulting in enlargement of the head and especially the lower jaw (Greene 
Robertson, Scandizzo and Scandizzo 1976:62). 

All of the piers are framed in skyband borders, much the same as those of the Temple 
of the Inscriptions piers, except that the piers of House A do not have a monster mask 
as a pedestal at the lower border as those of the Temple of the Inscriptions. The serpent 
skyband border continues around all four sides of the front face of the pier with no 
break in the serpent body. These are the only piers at Palenque formed in this manner. 
Piers of other buildings had no border (such as the House C piers), had plain, narrow, 
raised borders (as on the North Group buildings and the House B jambs), had skyband 
borders with giant masks at the bottom (as on the Temple of the Inscriptions piers), or 
had borders made up of separate sculptural elements upon which the figures stand, as 
on the House D piers. 

The same construction techniques were used for all the stucco figures on the House 
A piers. The piers were made of roughly squared stone blocks, some rubble and mortar. 
Over this stone base pier, a thin layer of stucco 5-20mm thick was laid and was smoothed 
over with some kind of leveling float, probably much like those used today. Chol Indian 
workers in lime plaster today use a thin board about 20cm long and swing it back and 
forth in a semicircular motion across the surface. Upon this thin base layer of stucco, 
the ancient sculptors formed the figures. A cartoon was first scratched in the semihardened 
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surface with a sharp instrument, locating the boundaries of the figure. There is evidence 
of this procedure in the southwest room of House B and also on Pier E of this building. 
At this stage the pattern would have been used. 

Sculptors would have had to work quickly, as anyone knows who has ever worked 
with stucco sculpture. The material had to be kept wet enough so that it would not 
harden but not so wet that it would become unworkable. Figures and paraphernalia 
were built up from the core. Figures were sculptured naked, then piece by piece, in proper 
sequence, clothing was added: underclothing first, skirts next, loincloths, belts, and lastly 
beads and other adornments. Headdresses were made the same way—feathers first, each 
separately modeled, then serpent-bird wings, fish, gods, and other accouterments. Beads 
were always added last. How these ancient sculptors kept the stucco in just the right 
state of plasticity to have been able to add each successive piece or layer of clothing 
before the stucco dried out or hardened remains a mystery. We can account for how the 
stucco was kept workable by periodically applying water to the surface as the ancient 
Greeks did, but this still does not explain how such intricate details as headdress feathers 
could have been fully formed on the first layer, then each individual feather of the next 
layer laid on until the required number of layers had been completed. On top of the 
feathers they still had to form little fish, serpent-birds, beads, and ribbons. 

There was always a thin wash coat of a weak red laid on the first layer of stucco. 
Then between each element to be added, between each layer of clothing, and between 
each bead and the clothing or hair upon which it was placed, a similar thin coat of red 
was added. In places where it is possible to see the cross-section of the layers of clothing, 
or layers of paint, one can see the stucco, wash coat, stucco, paint, stucco, paint, and 
so on to the final piece that was added (Greene Robertson 1977a:300, 301). A new coat 
of white lime was added to put “live” stucco next to already hardened stucco, thus 
enabling a new “live” stucco bond to be formed. This newly added white lime coat 
would not have dried until all the water in it was absorbed by the stucco underneath. 
Thus there was time for the color coat to fuse with the older stucco so that they would 
both dry at the same time. If this had not been done, the paint would all have flaked 
off in a short time. 


COLOR 


The initial thin wash coat of light watery red/pink is the same as found for most wash 
coats on stucco sculpture at Palenque, 7.5R 7/4 on the Munsell Book of Color (1966) 
charts. The background color of the House A piers is a fairly bright pink/red 7.5R 6/6 
and sometimes this increases to the light 10R 7/4, the same as the predominant back- 
ground color of the Temple of the Inscriptions piers and the same background color, as 
well as figure color, found in many instances on the House D piers (see Vol. I, fig. 94). 
It is also the same background color as on some House C piers, although more often 
the House C piers had a much darker background. 


12 HOUSE А 


The figures оп the House А piers аге, for the most part, the same light, bright pink/ 
red, but tend more often to reach a brighter hue (10R 6/8 and 10R 5/6), much the same 
as the color on the figures on the Temple of the Inscriptions piers and the same as the 
background on the lighter House D piers as well as the figures on the House D piers. 
The 2.5 YR 6/10 bright yellow/pink found on paraphernalia, and the vivid 7.5R 5/8 is 
also found on clothing of figures on these piers. 

The predominant blue of feathers and beads is the same deep, rather vivid grayed 
blue-green (7.5BG 5/4) as found on Houses C and D. A lighter, more vivid blue is 
especially notable on the staff of Pier B. 

Yellow on the House A piers remains the same clear ochre (7.5YR 6/10) of most of 
the other yellow at the site. It seems that the Maya at Palenque must have used the pure 
clay just as it came from the ground. The yellow paint examples are exactly the same 
Munsell color as that found in abundance at the nearby site of Xupa. 


PIER A 
figs: 16, 17, 18) 


Pier A is entirely glyphic, and unfortunately there is far less remaining today than in 
Maudslay’s time (fig. 18). Contrary to usual stucco sculpture techniques at Palenque, it 
seems from the evidence on this pier that the glyph blocks were made separately and 
then placed upon the pier. There is paint on the background stucco and also on the 
turned-in edges. A section of the damp stucco the size of a glyph block was scooped out 
up to 3cm deep, painted red, and then roughened up with a sharp tool so that the glyph 
block would adhere more satisfactorily to the unset stucco. The glyph block was then 
laid against the prepared surface, which had a new coat of very thin wet stucco. Further 
evidence that prefabricated glyph blocks were set into prescribed locations is the existence 
of paint on areas where the blocks would have gone and also around the edges of the 
blocks. This same procedure seems to have followed on House D’s inscriptional blocks 
of Pier G. The base coat of stucco on Pier A was 1-3cm thick, with the difference being 
accounted for by the unevenness of the background stones. 

At least eight coats of paint can be counted on the background area of glyph block 
C8 underneath the area occupied by the block. This would lead one to suspect that either 
the glyph had been changed periodically, or more likely that damage had occurred at 
various times which entailed replacing the block. This could have been the case for other 
glyph blocks as well. 

The entire skyband was given a wash coat of red before the scales or the skyband 
elements were placed on it. One section of the skyband border indicates that the inner 
frame was first painted red, then the second and the third time it was painted blue, and 
finally the last coat was red. The serpent-scale border was painted over many times in 
successive coats of red, blue, and then four coats of orange (2.5YR 6/10). (Orange is a 
red on the Munsell charts.) Between each color coat is a coat of white lime. The back- 
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ground of the skyband was red throughout and the elements within it were always blue. 
The glyph blocks were painted red. Several coats of paint can readily be seen between 
the blocks, always with white layers between them. One can note the individually placed 
(not always perfectly centered) look of the carefully sculptured glyph blocks in the 
remaining portions of blocks B3 and B4 (fig. 19). Even the stucco base is visible. Rough- 
ened up stucco with considerable paint is evident on portions of blocks C8 and D8 (fig. 
20). The remaining portion of the head at A2 is in the Palenque museum bodega. 

The upper left side of the skyband border (fig. 21) is intact. Paint remains on all of 
the elements, including indications where the center border elements were first painted 
a red wash, then a deep pink, third a light pink, and finally a red-orange. Unfortunately, 
very few glyphs remain on this pier. 

As referred to earlier, Peter Mathews has supplied me with considerable material 
concerning this pier (fig. 22). The inscription on this pier has been the subject of study 
by various scholars, including Beyer (1936), Berlin (1945), and Thompson (1952). These 
studies, notes Mathews, present seven different possibilities for deciphering the dates. 
Heinrich Berlin (1965) observed that the second date of Pier A was accompanied by 
glyphs from the standard 819-day count passage, and since the month position was 
clearly 19 Pop, Berlin deciphered the date as 9.11.15.11.11 1 Chuen 19 Pop, of which, 
notes Mathews, there is absolutely no doubt. 


The problem with this inscription lies in the Initial Series date. A Distance Number 
of 1-4 uinals and 9 kins is recorded at B8. Since 19 Pop plus 3.9 equals 8 Tzec, all 
scholars have previously reconstructed 8 Tzec as the month of the Initial Series date 
(reconstructing a third dot in the coefficient); if this scheme is followed, the Initial 
Series date has to be 9.11.15.15.0 5 Ahau 8 Tzec, as was first proposed by Berlin 
(1965:340-341). This seems reasonable, except for the fact that the kin coefficient 
in the I.S. date has a fleshless lower jawbone, indicating the head variant for either 
10 or one of the numbers 13 through 19. The head variant for 0 almost always has 
a hand over the lower jaw, but rarely has a fleshless mandible, for example in the 
Temple of Inscriptions middle panel at A5 and H6 and twice at Tikal. If we are not 
dealing with this rare variant, then the best solution of the LS. date from its con- 
stituent parts which still survive is: 9.11.15.14.19 4 Cauac 7 Tzec (underlined 
elements still survive). The problem with this is that 39, not 3.8, seems to have been 
recorded as the DN between the two dates on this pier. I think that both dates must 
remain as possibilities. (Mathews, 1982) 


PIER B 
(figs. 23, 24) 


Pier B is second in a series of six sculptured piers adorning the eastern face of House A 
of the Palace Complex. At present, there are five piers standing and Pier F is now halfway 
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down the embankment in the debris. Assuming that Pier F followed the pattern of the 
Temple of the Inscriptions piers, this would have been an inscriptional text on the far 
north pier of the building, as Pier A was on the southern extremity of House A. 

The composition of the framed pier is triangular, with the base, or lower one-third, 
being taken up with two seated figures and the lower one-third of the standing figure in 
the center. The massed area at the bottom narrows upward, drawing attention to the 
figure’s head and headdress at the upper level of the pier. Unfortunately, nothing remains 
of this figure’s head or the cap portion of the headdress, but the rest of the headdress 1s 
intact. A long pigtail with ribbons tied to it falls from the back of the neck. This was 
painted the same red as the figure’s body. 

The standing figure wears a jaguar-skin skirt with notched flaps all along the bottom 
and with the tail hanging to the rear. Many of the pelt skirts worn by male figures 
depicted on sculpture were of jaguar or ocelot. Pier B probably depicts an ocelot, one 
of the handsomest jungle cats. The tail on this sculpture measures 390mm in length. The 
range of measurements for an adult female jaguar’s tail are 400-550mm (Leopold 1972:464); 
an ocelot tail is 300-435mm, which seems more in keeping with the measurements on 
the sculpture. Unless this depiction was intended to be a very young jaguar, the body 
size (1000-1300mm for a female) in relation to the tail would have been too large. This 
was more likely intended to represent an ocelot, whose body size is 550-780mm (Leopold 
1972:470). Both jaguars and ocelots, as well as smaller cats such as tigrillos (Felis Wiedii) 
abound in Chiapas (Alvarez del Toro 1977:104-114). 

The flaps at the bottom of this figure’s skirt, and of all the other pelt skirts on the 
figures of the House A piers, greatly resemble those on the kilts worn by certain figures 
in the Mixtec codices (Anawalt 1981:151, 157, 158). Examples, Anawalt points out, 
are shown in the Codex Vindobonensis, pages 3 and 6, and in the Borgia Group codices 
Vaticanus B, Fejérváry-Mayer, and Laud (Anawalt 1981:158, 11q, 11v, 11s, 11t, llu). 
Anawalt (1981:211) suggests that “the kilt was utilized mainly as a special-purpose ritual 
costume” and that there is a correlation between skeletal depictions and the wearing of 
the kilt (Anawalt 1981:182). The examples shown in this work are mainly worn by 
"death" figures or death gods and seem to pertain to the Underworld or the deceased. 

The legs of the standing figure (fig. 25) are very flat and linear; the front of the right 
leg is perfectly straight. The way that Palenque sculptors made a single vertical portion 
of sculpture depict two legs, one behind the other, is unique on these House A piers. In 
fact, this is the singly most conspicuous attempt at three-dimensionality on these piers. 
The stucco for the figure’s left leg is a 2cm strip of stucco conforming exactly to the 
outline of the right leg in the foreground. The sculptor carved the right leg back per- 
pendicular to the base wall. This perpendicular cut formed the junction of the right and 
left leg. The 2cm strip for the left leg was then beveled back to meet this joint against 
the bearing wall. Two distinct legs were thus created. A considerable amount of orange 
remains all along this receding part of the left leg. 

There is a bulge on the surface of the stucco where the ankle should be, even though 
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the foot and ankle were covered over with the boot. As an attempt at further realism, 
the sculptor made a slight depression on the surface just behind the knee cap and another 
at the back of the knee. 

All of the standing figures on the House A piers wear crossed straps on the legs. The 
edge of the stucco and scratch marks are clearly visible (fig. 26), even though the straps 
are no longer there. Red paint covered the legs, including the portions underneath the 
straps. These straps tied onto the boots in a unique way, discussed below with the Pier 
C sculpture. Only a small portion of the boot, plus the knot and thongs, remains on this 
figure, although the 6mm layer of stucco for the boot remains. 

The mid-calf-length loincloth falls to the front of the legs. The under portion of the 
loincloth, the crosshatched area, is a vivid blue, as are the bone ahau beads and long 
beads at the bottom. At the very bottom of the loincloth is a perfectly round depression 
in the center where a bead was probably placed. 

The feather headdress is topped by the back-to-back twin gods (fig. 27). These twin 
gods, worn in all House A headdresses of the standing figures, are actually two jester 
gods. But the constant association of the two, always joined at the backs of their heads, 
indicates that they are to be considered as special gods or a pair of gods. Each bears all 
of the identifying features of the jester god—gaping open mouth, long upturned nose, 
jester cap, and feathers or foliation ornament at the rear. Besides being joined together, 
these twin gods differ from normal jester gods by the tuft of feathers coming from the 
top of their heads. The gods’ faces are all blue and the eyes red. The feathers were first 
painted red and finally blue. The long splaying feathers at the top of the headdress and 
those attached to the rear of the cap show a great deal of blue pigment. 

The standing figure carried a human-head incense bag, hanging upside down with long 
blue feathers suspended from it. At his back the figure wore a belt head, which is now 
missing (fig. 28). A mat symbol and mirror (god mark reading ahau pop [lord of the 
mat] below it), hang at the base of the belt head. The belt head was undoubtedly intended 
to indicate a jade piece, if we are to consider the large size of jade heads in the Temple 
of the Inscriptions tomb. Both the face and the hair of the belt head were painted red. 

The most elegant portion of stucco sculpture on this pier is the head of God K on the 
staff carried by the standing figure (figs. 29, 30). This was one of Palenque’s finest 
examples of remaining color on stucco sculpture before the devastation by acid rain and 
ash. The gods carried on serpent staffs in the Temple of the Inscriptions tomb are all 
smaller than those carried on staffs on House A. No examples on the House A piers 
have the serpent, which is depicted on the tomb staffs, but proudly display an immense 
head of God K, the flare god held by the standing figure. 

God K has a gaping mouth and hanging lower jaw with tau (T-shaped) tooth visible 
below the upper lip. His slender cap with mirror infix is pierced by a huge blue axe, 
from which issue brilliant orange flares. God K’s face is all blue. His eyes and teeth are 
red. A jaunty little abau face is red, as are the flares issuing from its head (fig. 31). 

Except for the left seated figure on Pier C, all other figures seated facing each other 
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on the piers (fig. 32) were made with patterns (Greene Robertson 1977). These patterns 
would have worked like paperdolls with moveable arms, which could have been moved 
around in various positions or directions. The slight difference in the arms of these figures 
can be accounted for by the slight shifting of the arm. When the arm of the right figure 
was being made, evidently the sculptor decided that it was not thick enough, as a 9cm- 
thick section of stucco was added at the wrist of the already formed arm (fig. 33). 

Feet of most of the seated figures were formed in the same way. Only the soles of the 
feet and the bottoms of the toes are visible beneath the thigh (fig. 34). The insteps are 
marked by curved lines. 

These sculptured figures are like line drawings raised slightly above the surface. They 
are flat and linear and their counterweighted simplicity creates an overall balance. Both 
figures sit cross-legged in erect positions with one hand on the knee. The hand gestures 
differ, as though sign language were used. Benson (1974:109), who has made an ex- 
haustive study of gestures, advises “‘that general pose should be considered first and then 
the more subtle hand gesture.” Neither the second hand nor foot is indicated for either 
figure. The left figure looks straight ahead, whereas the right figure’s head is tilted back 
and seems to be looking up with parted lips. There is a tattoo of three small circles on 
the upper lip of the right figure (fig. 35). Both wear simple loincloths and belts made of 
long and short beads. The long beads are flat (fig. 36) and laid against a marked-off belt 
area. The right figure wears a long bead necklace dangling to the back and ending in a 
tassel. Both have holes in their ears but wear no earrings, indicating that their status has 
probably been lowered. It appears unlikely that there were ever earrings on these figures. 

The most interesting aspect of these figures is their hair. It sweeps high over their 
heads, the tresses caught with ribbons and small beads. The right figure wears a tall, 
stiff band around the head and through the hair, which is pulled through this band and 
flopped upward and forward. The hair must have been greased to make it stand up as 
it does. At Palenque there are fifty-seven different hairstyles, apparently designed for 
every station of society from slave to king (Greene Robertson 1985). 

Only portions of the skyband border remain—the entire bottom border, one-half of 
the right side, one-third of the left side, and one-half of the top border. The border 
framing the sculptured figures is approximately 21.5cm wide. The width, however, is 
not the same all around as it dips, for example, to accommodate the foot of the standing 
figure. The plain inner border is painted blue; the serpent-scale border next to it is red/ 
orange. The plain outer border has round beads with holes in their centers spaced 
systematically around. These small beads, all of the elements within the border, as well 
as the sets of three separating bars, were blue. The background color at the base wall 
was red, with no indication that it was ever painted any other color. The Sun God at 
the center of the top border was blue, but the beard and the lines in the mirror cartouche 
in the forehead changed at some time from blue to red. On the upper border there is 
evidence that the separation bars were painted over in late times in red and then covered 
with blue. 
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PIER C 
(figs. 37, 38) 


This is among the most beautiful of all Palenque piers. The sedate and stately figure 
seated on the left dominates the scene. She is taller than the other seated figures on the 
piers (90cm tall from buttocks to top of head as compared to the 83cm for the figure 
seated opposite her [fig. 39]). This is a portrait of Lady Zac-Kuk once Queen of Palenque 
and mother of Pacal the Great, who is buried in the tomb of the Temple of the Inscriptions. 
Her portrait is also carved on the sarcophagus of this king. She ruled Palenque from 
A.D. 612 to 615 but did not die until A.D. 640, twenty-five years after she turned the 
throne over to her twelve-year-old son. 


There are other depictions of this queen of Palenque, on the Oval Palace Tablet of 
House E, twice on the sarcophagus of Pacal, and probably as the right figure on Pier D, 
House D. Although the sarcophagus portrait is a better portrayal of acromegaly, this is 
her most realistic and regal portrait. 

Lady Zac-Kuk’s elongated head with the Quadripartite God headdress is especially 
notable (fig. 40). Considerable color remains on both her face and headdress. Three 
tattoo lines, quite common on sculptures of Maya women, can be seen on her right cheek 
at the side of the mouth. Her lips are parted and the teeth are showing. To judge how 
accurate Palenque sculptors were in portraiture, one need only look at the faces of the 
two seated personages on this pier, which demonstrate the difference in a purely pattern- 
made sculpture and the portrait of a woman with a greatly elongated jaw caused by a 
genetic malformation of bone. Delicate, cursively incised lines indicate her eye, which 
slants upward, giving it an oriental look. 

Lady Zac-Kuk is wearing the haircut reserved for men, a shaved area at the back of 
the neck. One can see on the stucco sculpture that there was no hair in this area, but 
that there is a distinct line at the top where the hair is shaved and another below the 
ear. Stucco sculpture and lines indicate that the expected area of hair below the shaved 
part had, indeed, been there. This queen, as noted in Volume II, was the only woman 
allowed to wear this haircut before Pacal became king. After that, Pacal’s wife and sister, 
Lady Ahpo-Hel, wore the same male haircut as shown on the Palace Tablet. Lady Zac- 
Kuk was the only living ruler whose throne was turned over to the successor. It should 
be noted that 8mm of stucco was added to the figure’s nose when it was formed. This 
is the false nose worn by certain nobility, which greatly accentuates the form of the nose 
extending into the forehead. 

Also note how the hand positions of the figures on this pier differ from those on Pier 
B. Here both figures have one hand resting on the knee. However, the left figure’s hand 
lies naturally over the knee, while the right figure’s left hand balances the bottom of the 
staff held by the central figure and the right hand lies across the left wrist. 

The headdress of Lady Zac-Kuk is the manifestation of the Quadripartite God (figs. 
41, 42), whose face is long-lipped with no lower jaw and who wears in his cap the kin 
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(sun) sign, the shell, and the crossed bands with flattened U and three-part plant element. 
The crossed bands, the kin sign, and the face of the god are blue. The god’s eye, the 
background of the crossed bands, and the plant elements and shell are all red. 

The beads of the short cape (fig. 43) and the beads hanging down the back are blue. 
The pectoral (fig. 44), worn at the chest, is in the shape of a T and has an incised T (Ik) 
in the center, all painted blue. A deep cut separates the beaded border from the outline 
of the pectoral. Three long beads with abau beads on the ends are fastened to the bottom 
of the pectoral. A fourth bead, no longer present, is indicated by the stucco edge. The 
bone ahau beads at the bottom are slanted at 45° angles to the surface. 

The wristlet (fig. 45) was formed of Scm-thick stucco on top of the already sculptured 
wrist. Indications of the beads are slashes in the beaded surface, not the conventional 
separately made beads. Bone ahau beads and round beads with holes drilled in the centers 
form the wrist border. 

The skirt is made of long and round beads flattened together and held in place by a 
sash tied at the side of the waist (figs. 46, 47). Both long and round beads on House A 
sculpture are flat, while long beads on House D sculpture tend to be rounded. Long 
beads here are 7mm deep and round beads are Smm deep. In places where long beads 
are missing, scratch lines in the base coat of stucco indicate where they would have been 
placed (fig. 48); where round beads are missing, holes were punched into damp stucco, 
showing the craftsmen where they were to be placed. Filled with fresh pliable stucco on 
the back of beads about to be pressed onto the skirt, these holes acted as anchors for 
the beads. 

A belt of long beads tipped with round beads was worn at the waist. All were painted 
blue. The last belt bead on the right, just before the turn indicating the front of the belt, 
is slanted at a 45° angle, another attempt at three-dimensionality. 

The standing figure, probably Pacal, wears the same type of jaguar or ocelot skirt as 
the central figure on Pier B (fig. 49), but the four large crosshatched spots on the tail, 
all painted yellow, are more prominent. The stretch holes are clearly depicted in the 
sculpture (figs. 50, 51). When a jaguar or other animal skin is being stretched, the skin 
is fastened down at regular intervals with pegs. Three pegs are used at each interval, 
rather than one, to keep the hide from tearing as it shrinks. As the pelt dries and contracts, 
circular pieces of hide protrude along the edge. 

Again, three-dimensionality is attempted at the back of the legs, but in this case the 
boot covers most of the leg’s lower portion. Jaguar spots are indicated up the back of 
the left leg, all painted a deep, dark orange. Although the figure is somewhat flat, it is 
more rounded than the central figure of Pier B. The legs are nicely rounded and the thigh 
is well formed. If Pier B was made first by the same sculptor who worked on Pier C, 
then he improved considerably by the time he came to the second pier. However, I am 
inclined to believe that these two piers were sculptured by two different artists. The 
directional lines of modeling are slanted in different directions on the two piers and 
undercuts are not made the same way. 
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The boots worn by the standing figure are very ingeniously made (fig. 52). While 
making an almost life-size copy of this pier for the Florida State Museum at Gainesville, 
Florida, I made a boot like this to see whether it was functional, or whether its apparent 
construction on the sculpture was just a mistake. The boot is functional. The heel of the 
boot would have been leather fastened to a basket-weave sole. The thong attached at 
the front goes between the big toe and the second toe. The ankle portion covered the 
heel also. The top of the boot has notches cut around it, leaving long, erect pieces of 
leather that go around the ankle and sometimes flop over. The leg straps cross on the 
thigh, go around the leg, come down, go around the back of the ankle and through slits 
in the leather upper portion just below the flaps. The leg straps are then fastened at the 
ankle bone and the thongs are tied in front. Again, the fully formed ankle bone is visible 
on the sculpture where portions of the boot are missing. 

The standing figure holds an incense bag like all of the other standing figures on the 
House A piers. This hand has a 2cm-thick coat of stucco on top of the original wrist 
and hand (fig. 53). Apparently the sculptor did the same thing with this hand and wrist 
as he did with the right seated figure on Pier B, or perhaps the master artist, in checking 
the workmanship of the sculptors constructing Piers B and C, told them to correct their 
incorrectly made wrists. 

The belt worn by this figure is now missing, but the underclothing that would have 
gone on first is still there. Ripped off years ago, a pathetic-looking belt head once graced 
the back of this figure, as shown in the early Maudslay photograph (fig. 54). A large 
blue god mark or mirror hangs just below the missing belt head (fig. 55). This “mirror” 
(nen) is the symbolic *Ahau, Lord of the mirror" and was attached to the back of the 
figure at a 60? angle at the base from the bearing wall. This mirror motif was stolen in 
1979, exposing a crosshatched jaguar mark underneath it, just as would be expected; 
Maya sculptors completed every part, here the jaguar pelt, before finishing the rest of 
the clothing on top of it. 

The loincloth falls almost to the ankle. The jade god hangs at the position of the knee 
and has a considerable amount of blue paint (fig. 56). The bottom of the loincloth (fig. 
57) extends out beyond the base stucco wall 2cm, marking this portion of the loincloth 
free of the pier. 

The head of the figure is missing, but fortunately the entire magnificent headdress and 
the god on the staff are both in excellent condition (fig. 58). Three long feathers splay 
to the rear of the headdress. One bends forward beyond the front of the headdress, while 
a panoply of many feathers emerges horizontally at the rear, seeming to come from 
behind the serpent wing at the rear of the headdress (figs. 59, 60). 

The serpent wing worn in all of the headdresses of the standing figures of the House 
A piers is one of the two motifs that define the Principal Bird Deity, argues Bardawil 
(1976:198). The other is the long-lipped head. This Late Classic Bird Deity identified by 
Bardawil (1976:195-209) is a creature with both attributes. The full-figure Principal Bird 
Deity occurs at Palenque six times—at the top of the tablets of the Temple of the Cross 
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and the Temple of the Foliated Cross, at the top of the ceiba tree on the Sarcophagus 
Cover in the Temple of the Inscriptions tomb, over the doorway on the northern wall of 
the eastern corridor of House E, under the Cauac throne in the southwest room of House 
B, and on the sanctuary roof of the Temple of the Sun. Very similar examples as those 
depicted at Palenque occur at Copan at the top of Stela 4 where it takes on a three- 
dimensional form, and over the seated figure on the throne on the lintel of Temple C, 
Tikal. 

Bardawil (1976:200) points out that “the Late Classic Principal Bird Deity —need not 
be identified by both the long-lipped head and the serpent wing together, yet it always 
bears either of the two forms”; he adds (1976:208), when referring to the House A 
headdresses with the serpent wing, that, “isolated, it acts as a digital expression of the 
Principal Bird Deity and conveys, in the instance of the headdress, the connection or 
association between the noble and his supreme god.” 

A blue mosaic helmet (fig. 61) fits the head snugly. At the front of the headdress, at 
the end of the angled skyband, a beautiful Sun God (fig. 62) extends beyond the front 
of the headgear. A long upturned bone emerges from the Sun God's nose and he wears 
a string of large round beads encircling his head. The twin jester gods (figs. 63, 64) are 
perched on top of the mosaic helmet. A forelock of hair is pulled through a floral disk 
(fig. 65) just below the area of overlapping shells at the front of the headdress. 

The pigtail hanging to the rear (fig. 66) has ribbons braided all along its tresses and 
is then tied in a neat bow halfway down. The strands of hair all line up perfectly and 
the ribbon braiding around them was pressed in with a finger at each spot where the 
ribbon would have gone around the back of the pigtail. The knot of the bow extends 
3.5cm beyond the stucco, and its edges roll back, indicating that the ribbon went around 
the strands of hair. The hair is a red/pink; the ribbons were painted red at one time and 
then changed to blue. 

Much color remains on the sculpture of this pier. The background red/orange is 
identical to that of the figures. The skyband border (fig. 67) exhibits much red, orange, 
and blue. At the bottom right skyband corner, there is a large God K. The paint on the 
figures’ bodies is a rose pink (10R 6/6), as can be seen when a Munsell color chip is held 
against the cheek ot Lady Zac-Kuk on Pier C (fig. 68). 


PIER D 
(figs. 69, 70) 


The figure portrayed on Pier D is Chan-Bahlum II, son of Pacal, and ruler of Palenque 
from A.D. 684 until A.D. 702. He stands facing the pier where his grandmother, Lady 
Zac-Kuk, is seated and where the standing figure is either his father, Pacal, or another 
portrait of himself flanking the doorway to the building. Piers C and D flank the major 
entrance to House A and likewise the entrance into the East Court. If House A is Chan- 
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Bahlum’s building, it would have been appropriate for his father to be portrayed on one 
of the entrance piers and himself on the other. In fact, it would be just as appropriate 
for himself to be portrayed on both piers. As the grand entrance was made to the East 
Court between these two piers, it would have seemed that royalty who were gods stood 
on each side. 

The standing figure has since lost most of his clothing, and we are not distracted by 
an array of body paraphernalia. The flat, linear quality is here accentuated. As noted 
earlier, these figures were sculptured naked and sexless, then, step by step, clothing as 
well as other accouterments were added. The figure is much flatter than any of the other 
pier figures, but notably more so than Pier C. I believe that different sculptors must have 
done the work. On this pier it looks as though a flat leveling plane had been used to 
level across the body (note especially the arm). 

At waist level, various layers of clothing and a jaguar pelt skirt can be seen (figs. 71, 
72), as well as scratched lines indicating where the sculptured parts were to be placed. 
The skirt, for instance, projects out 9cm from the belly area and 1.9cm from the thigh. 
The sculptor apparently erred in his intended design while making the skirt. A layer of 
stucco is underneath the pelt skirt, also having a jaguar mark on it. This was evidently 
where the mirror was supposed to go, so the jaguar mark was covered over with another 
layer of stucco and the proper mirror motif scratched on. 

The boots are of jaguar skin with the leather uppers extending well above the ankles, 
even higher than those referred to above. There are no leather loops, but solid pieces of 
jaguar pelt continue quite high on the leg. 

The point of most interest on this pier is the right hand with six fingers (fig. 73). Chan- 
Bahlum II has been portrayed on other Palenque sculpture with polydactyly; on the south 
door panel of the Temple of the Foliated Cross, on the north jamb of the Temple of the 
Sun, and on the Temple of the Inscriptions Piers B and C, where he is shown as a child 
with a God K head. All fingers on this figure are normal in length with the sixth digit 
encircling the staff the same as the others. All six fingers have normal fingernails. 

Chan-Bahlum carries an incense bag with a long trophy head hanging below, as do 
all of the other standing figures on the House A piers. In this case, however, a good 
portion of the upside-down hanging head is still intact (figs. 74, 75). Considerable blue 
paint remains on the face and on the numerous feathers that fall from the trophy. 

The magnificent headdress (fig. 76) worn by this figure is almost identical to the one 
worn by the figure on Pier C. This may also have been similar to those worn by the 
figures on Piers B and E, but we do not know what motifs were at the front of the 
headdresses of the latter two. At least two piers, C and D, exhibit Sun Gods in their 
headdresses. The youthful Sun God is worn at the front of the headdress of Pier B, while 
on this pier there is the old Sun God (fig. 77). Both have bones coming from their noses. 
A cartouche in the forehead, kin sign in the forehead, crossed eyes, and tau tooth identify 
this god. There is also a fang at the corner of the mouth. On the crown of this god’s 
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head is a little abau figure with two foliation flares emerging from the top (fig. 78). The 
flare god on the staff has another ahau figure at the tip of its cap (fig. 79). A little fish 
nibbles the ends of waterlilies (fig. 80) at the back of the headdress. 

The flare god (God K) carried by the standing figure has a wide gaping mouth with 
tau teeth, molar tooth, and tongue (fig. 81). The curled upper lip and the axe going 
through the cap, as well as the cap itself, are all blue. The eye and ear curl are red and 
the hanging whiskers are yellow. Another little ahau figure, also painted blue with red 
foliation, is perched atop this little creature’s cap. In speaking of attempts at realism, 
one should not overlook the modeling of the forehead and eye of this standing figure 
(fig. 82). The brow is pronounced in its rounded form and the eye is naturally formed. 

Very little remains of the seated figures on this pier. One must look at the right seated 
figure in the early Maudslay photograph taken in 1889 (fig. 83) to see that it wore a 
beaded skirt similar to the one worn by the left seated figure on Pier C. 

The skyband border remains as it was in Maudslay’s time with very little preserved 
except the top and bottom borders (fig. 84). Just under the skyband is a row of rather 
deep indentations following the swing of the top feather, now mostly missing. 

The corner stucco is all gone on the edge of this pier, so it is now possible to see the 
type of construction at the core of the pier. Well-squared large blocks of limestone set 
in mortar interspersed with smaller stones make up the core of the pier on which the 
stucco sculpture was formed (fig. 85). There were three glyph blocks over this pier but 
only the center one and the right one remain today. 


PIER E 
(figs. 86, 87) 


The most spectacular part of the sculpture of this pier is the central figure. It is almost 
completely intact and is the only one of the four piers on House A where the face remains 
(fig. 88). The figure does not look like the other lords. This is a portrait of a young lord 
with an extraordinarily long nose, even taking into account the false nose addition. He 
has a sensitive mouth and a slightly receding chin (fig. 89). The lower lip is not nearly 
as drooping as other depictions of lower lips at Palenque. The line of the nostril is almost 
perfectly straight instead of being curved in the normal fashion. The pointed head is 
quite accentuated. He is much shorter than any of the other figures. I suggest that this 
is a portrait of Kan-Xul, younger brother of Chan-Bahlum and next in line to the throne. 
His portrait is almost identical to the one of Kan-Xul on the Palace Tablet. (Note the 
identical profiles in figures 88 and 273.) Another possibility, especially if Kan-Xul was 
the builder, is that the portrait could have been of Chan-Bahlum I if ancestors of Kan- 
Xul were being placed in genealogical context on the piers of House A. Pier A is a glyphic 
text and undoubtedly Pier F would have been also. Pier C we are sure portrays Pacal, 
and Pier D portrays Chan-Bahlum. If Pier B portrayed the next closest male ancestor, it 
would have been Aahc-Kan, leaving the balancing Pier E for the closest ancestor, Chan- 
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Bahlum I, thus placing his portrait next to that of his namesake, Chan-Bahlum II, who 
is portrayed on Pier D. 

The base of the headdress (fig. 90) looks as though the sculptor may have been depicting 
overlapping shells to form the bottom border of the towering mosaic helmet. Again, the 
serpent wing is prominently displayed to the rear. The fish (fig. 91) has a wide open 
mouth sucking on a waterlily coming from behind the serpent wing. Serpent scales can 
be seen on the belly of the fish and a sectional shell is at the center of the body. Again, 
the twin jester gods top the headdress (fig. 92). The God K carried by the standing figure, 
although it is open-mouthed, does not have quite as long a gaping mouth as the god on 
the Pier D staff (fig. 93). 

The short cape has a mosaic pattern (fig. 94) with a large Ik symbol at the back. The 
belt is missing, but the underclothes, the top and bottom border, and one of the crossed 
bands remain (fig. 95). At the front, scratched-in lines show where the belt mask would 
have been placed. Only a small portion of the boot remains, but the foot is in good 
condition (fig. 96). The toes, all with toenails, turn down and bend over the sole of the 
boot. The thong is tied in a knot at the point where it goes between the toes, and 
continues up the foot and ties at the front of the ankle. 

The two seated figures on this pier (figs. 97, 98) appear to be almost like jointed, 
unclothed paperdolls or undressed manikins. It is interesting to note that even with the 
extremely flat, polished treatment of the arms and thighs (especially on the arms of the 
left figure and the left arm of the right figure) attempts at three-dimensionality were 
made on the chest of the left figure, accentuating the bust (fig. 99) even though this is a 
male figure. 

In modeling the feet, care was taken to indicate the high arch of the foot (fig. 100). 
Both figures wear only loincloths and beaded belts. The separation lines between the 
long beads of the belt were made by pressing a tool into the stucco rather than making 
each long bead separately (fig. 101). The round beads are shallow and do not have the 
anchor holes behind them that were customary for skirt beads. One bead at the rear is 
placed at an angle directly next to the skyband border so that when seen from the front, 
the bead looks oval, but when viewed from an angle it appears perfectly round (fig. 
102). The angle of attachment causes the misconception, but here again the sculptor was 
aiming at three-dimensionality and realism. 

The modeling of the right figure’s head can be seen when viewed from an angle (fig. 
103). The stucco of the head is Scm thick but only slightly modeled, thus creating an 
almost flat surface. The flat stucco head projects out from the wall almost perpendicularly. 
This is especially evident at the nose. The only real modeling on this face is at the chin, 
where the neck is attached (fig. 104). A good deal of red/orange paint is still on the badly 
broken, now almost bald, head. With the hair missing, except for a tiny amount on the 
forehead, the figure is a very good example of the way the head was formed before the 
hair or headdress was sculptured. The head goes almost to a point, more like an ear of 
corn (fig. 105), which is characteristic of elongated heads depicted on stucco and stone 
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sculpture and especially on figurines. Only a small tuft of hair remains at the top of the 
head. 

The hands are excellent examples of the sculptors’ technique. The right hand of the 
right figure is missing from the point where the fingers join the hand, but cartoon lines 
are scratched into the body stucco in a position showing that the fingers lay across the 
shoulder of this figure (fig. 106). Long tresses of hair fall over the hand across the shoulder. 
All of the fingers have fingernails. The left figure's arms are folded across the chest but 
we can only see the right arm from shoulder to elbow. The forearm and hand are hidden 
from view, a unique device for realistic portraiture. The left forearm can be seen as well 
as the left hand, which lies on the right shoulder. The first finger is slightly raised while 
the other three fingers bend naturally. The left hand rests on the knee (fig. 107) with the 
first finger slightly raised and the thumb hidden behind the hand. 

The skyband border, like all of the other pier borders on House A, is made up of 
celestial symbols such as the Venus sign (fig. 108) and the Akbal (night) (fig. 109). As 
in all other cases, the background is recessed and the component parts are raised to 
border height. 

Looking at this pier from a lower angle and at a greater distance (fig. 110), the viewer 
is awestruck as the young lord, flanked by two seated subjects paying him homage, comes 
into view. As we have seen, there are great likenesses among the sculptured piers of 
House A. All are flat, linear, three-figure compositions with one standing figure flanked 
by a seated figure on each side. All of the standing figures wear much the same headdresses, 
with mosaic helmets, long splaying feathers at the top, and raised feathers projecting 
out at the rear. Serpent wings, representative of the Principal Bird Deity, little fish nibbling 
waterlilies, and twin jester gods are on all headdresses. All of the standing figures carry 
God K staffs. They all wear jaguar pelt skirts and boots. 

The seated figures are all scantily dressed, except for the left seated figure on Pier C 
and possibly the right figure on Pier D. All seated figures are gesturing in some manner 
with their hands. All of the piers have borders made up of skyband elements framed 
between serpent-scale borders. 

Again, there were once three glyph blocks over this pier but only the center one and 
the left one remain over the pier. What a sight this must have been for those privileged 
to pass by these works of art before entering the court beyond! Anyone taking this route 
would have had to pass under the unique high arch at the entrance between Piers C and 
D. In ancient times, these piers would have been brilliant, all in reds, yellows, and blues 
(fig. 111). 


CORDHOLDERS 


The extensive use of cordholders for anchoring curtains, mats, and other dividers across 
doorways and for divisions of rooms has been taken up in detail in Volume II. The 
cordholders in House A are quite different, however. At the entrance to the building, as 
one entered through the ogee-trifoil arch between Piers C and D, there would have been 
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heavy wooden doors capable of being opened and closed as needed. The attachments 
for these doors are on the western side of the median wall of House A—three very large 
cordholders on each side of the doorway. These are stone posts ranging in size from 8cm 
to 11.5cm in diameter and from 17-29cm high, set in openings 19-27cm wide and 24- 
31cm deep. At the base of each niche that held these posts is a depressed area 2.5cm 
deep at the top and bottom, which holds the post in place and keeps it from being pulled 
out by the strong pressure that heavy doors would exert. The post holes and cordholders 
would have had to be made when the building was constructed, as there would have 
been no other way to get the stone posts into the sockets. 

Gillett Griffin (1979:140 and fig. 6) noted that around 2750 B.c. in the Hed-Sed court 
of Zoser at Saqqare, Egypt, huge stone doors opening against walls were built with 
hinged sockets from which the door could be swung. Imhotep was the first artist for 
whom there is historical record, and although early Egyptian architecture was of mud, 
bricks, wood, and reeds, he used stone in the funerary district of Zoser, “but his repertory 
of architectural forms still reflected shapes or devices developed for less enduring ma- 
terials” (Jansen 1977:56). Imhotep redesigned these structures “so as to make them serve 
a new, expressive purpose.” Doors at Palenque, built 3400 years later than the Hed-Sed 
door, would have been made of hard zapote wood and would have been held by three 
sockets on each side of the door. Hinges were probably made of stong hide, attached 
wet and then allowed to dry and tighten. 


MEDALLIONS 
(gs. 112, 113) 


Thirteen medallions once hung on the wall in the eastern gallery of House A. What a 
spectacular sight they must have been to anyone entering the building or walking along 
the eastern corridor of House A. These portraits, framed in blue serpent cartouches 75cm 
high, were evenly spaced just below the vault spring, seven on the south side of the 
doorway and six on the north side. There would have been room for four more cartouches 
between Medallion 13 and the end of the wall if the builders had decided to continue 
the practice of placing cartouches on the wall after House A-D was built and the wall 
of House A extended. As it is, six medallions to the north of the entrance take up the 
space of the original wall of the building, allowing the same space between Medallion 
13 and the end of the wall and between Medallion 8 and the entrance doorway. 
Looking west, one sees the medallion wall as background for the pier stuccos (fig. 
114). Note how crookedly Medallion 12 has been placed on the wall. This is just one 
of three errors that the Maya sculptors made on this wall. Originally, all of these car- 
touches held portrait busts sculptured in the round (fig. 115). The neck and shoulder 
areas still remain on most of them. All have anchor stones at the top of the cartouche, 
which would have held and supported the three-dimensional heads within the circular 
areas. Some hair ribbons of the heads in the center of each cartouche are still in place. 
All medallions have four serpent heads, or ‘‘snaggletooth dragons" as they are called, 
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emerging from the four quadrants of the cartouche. These cartouches are the serpent 
bodies and are all painted blue. The serpent heads, long lips, supraorbital plates, nose 
curls, and whiskers were also blue. Teeth, fangs, and “snaggleteeth,” were red, and eyes 
were red with some blue and yellow. If we could see this portrait gallery as it would 
have looked at the very beginning of the eighth century, it would have been a brilliant 
spectacle (fig. 116). 

I have already noted the askew alignment of Medallion 12, and there is still another 
human error in Medallion 8: all the medallions were made from a pattern, but the 
craftsman placed the pattern wrong end up when setting this medallion. Although none 
of the cartouches is complete, enough remains on each one so that the entire pattern 
may be plotted. Each fits exactly except for Medallion 8. When its pattern is reversed, 
it fits perfectly. The serpent cartouches are rather thin, about 7.2cm wide, and too large 
to have been made first and then placed on the wall. I have discussed medallion con- 
struction at length in an earlier paper (Greene Robertson 1975); the Maya craftsmen 
did basically just what stucco craftsmen did who fashioned domestic ceiling borders a 
century ago. They worked with wooden templates and swung the stucco around with a 
pattern. The template was held loosely for Medallion 6, throwing the cartouche off- 
balance. 

As one person held the pattern or template by the clutch bar in the center (using it as 
a handle), another person swung the wooden tool made to conform to the profile of the 
cartouche pattern around the whole medallion. Excess stucco would have fallen to the 
floor. In some places the stucco goes all the way to the bearing wall, thus adding credence 
to the assumption that the stuccos were made right on the wall and that they were swung 
with a template. Armatures were used in the medallions only at the neck of the bust 
within the cartouche and as anchor stones used to hold the head steady on the wall. 


MEDALLION 1 (figs. 117a, b) 


Not much is left of Medallion 1, but even so, the outline of the cartouche is there and 
its size can be plotted. The neck and shoulder portion of the bust remains, as well as 
the anchor stones used to hold the head secure against the stucco wall. Brilliant red paint 
covers a considerable portion of the cartouche inner area as well as the wall of the 
corridor to the building. The crosshatched areas form a kin sign, as can be seen on this 
medallion. The bust and head of the person represented take the place of the bottom 
kin element. 


MEDALLION 2 (figs. 118a, b) 


Medallion 2 retains the entire top of the serpent cartouche, the outline at the bottom, 
and the neck and shoulder portion of the bust. The crosshatched area at the inner sides 
of all of the cartouches probably represented the outline of a kin, although, on this 
medallion, there are none of the upper or lower kin portions. On this medallion, these 
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crosshatched areas were once painted yellow, as this color paint can be seen in all of 
the grooves of crosshatching, but these were later painted over in blue, later in yellow 
again, and at one time red. A considerable amount of red paint remains on the serpent 
in the upper right corner. The deep undercuts in the serpent’s eye and the curl of the 
supraorbital plate are especially notable for their paint. 


MEDALLION 3 (figs. 119a, b) 


Medallion 3 is probably the most interesting because of the pristine condition of the 
fantastic dragon bird perched on a Venus sign to the left of the border (fig. 120). The 
bird is the same one depicted on the fret of the southeastern room of House B as well 
as numerous other places. There are remnants of yellow paint on the bird’s head and 
much larger amounts of yellow on the wings. This is meant to be an Underworld bird. 
The Venus loop is red and the circular parts are blue. The ‘‘snaggletooth” serpent above 
the bird is also in pristine condition (fig. 121). 

The “snaggletooth” serpents had blue snouts, blue supraorbital plates, and red teeth, 
fangs, and eyes. The eyeballs are blue. The circular balls over the eyes and the whiskers 
are yellow. The prefix to the left glyph at the top of the cartouche, a funny little skull- 
like face (fig. 122), is yellow painted over an earlier blue. The lower glyph and the remains 
of the left glyph are blue. The top glyphs, the head to the right of the cartouche, the 
bottom glyph, all of the serpent heads, and two of the hair ribbons were intact at the 
time of Maudslay. Contrary to all color in crosshatched areas, this section on this 
medallion shows no evidence of yellow paint, only blue and later red. It was noted that 
the crosshatched areas of Medallion 2 were first painted yellow, then blue, and then 
possibly red at the very last. This may have happened on Medallion 3, so that blue paint 
hides the yellow underneath. 

It is relatively easy to tell how the crosshatched areas (the possible kin forms) were 
made (fig. 123). The strokes that follow the upper curve were made first with a thin, 
sharp tool, such as a smooth bone, which was directed downward from right to left 
always with an even pressure on the tool. Next, the lines in the other direction were 
made with a downward motion from left to right. To do this, the stucco would have 
had to be fairly firm but not completely set. 


MEDALLION 4 Missing. 


MEDALLION 5 (figs. 124a, b) 


Much complicated construction went into forming Medallion 5. A good deal is left 
for us to study today—everything, in fact, that existed in Maudslay’s time. The inner 
shape, the kin formed by the triangular inserts, reminds me of the Moorish ogee-trifoil 
arch and keyhole openings in this building. 
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Several tied bundles, probably sacred bundles of some sort, are depicted here. The one 
on the left is painted blue. On the area just above it, under the serpent, the tied-bag 
motif (fig. 125) is painted blue with some indication that it may later have been painted 
red. The bundle at the right (fig. 126) is yellow with blue ribbons. The tied-bag motif 
below it was first painted blue and then red. Under the cartouche, a tied bundle is again 
shown, a beautifully fashioned one, all yellow with a blue bow tie. 

On the lower tied bundle and the left one there are two neatly stacked little bars and 
another ball on top, progressing in size from large to small. These bars are the same 
type as shown attached to the waterlily plants on Pier C, House D, and on top of the 
lower register (the watery Underworld) on Pier C, House D. On Pier C, the left figure 
stands on one of these stacks of bars and the right figure kneels on one. Schele (personal 
communication) has identified these bars as symbols for water and informed me that 
they mean persons are standing on the top of the watery Underworld. The stacked bars 
on the Medallion 5 bundles are exactly the same sort, leading me to believe that some 
sort of sacrifice has been made for the deer in the Underworld and that these are funerary 
bundles. The cimi (death) sign next to the lower bundle would indicate that sacrifice was 
death and the Underworld, as would the skeletal upper lips of the serpents (fig. 127). 

The face and pupil of the serpent’s eye, the supraorbital plate, and the whiskers are 
blue, while the eye, teeth, and fangs are red. The ribbon that would have been at the 
side of the head in the cartouche is painted with a blue border and the segmented parts 
of the ribbon are red but show blue paint underneath. 


MEDALLION 6 (figs. 128a, b) 


A turkey glyph (fig. 129) is at the top and it is flanked on both sides by other glyphs, 
on the left by the cimi (death) glyph and on the right by an unknown glyph, both painted 
red. The cimi sign has deep undercuts in it and the technique used in forming these 
glyphs was not the usual. The use of hands was prominent in forming parts. The three 
oval depressions on the right seem to have been made by pressing the thumb into the 
damp stucco. These depressed areas are connected by deep cut lines, all with undercuts. 
The serpent on the left has an emblem-glyph type wavy bone line on the upper lip, as 
on Medallion 5. 

The frame of this cartouche was turned counterclockwise 5°, undoubtedly a slight 
mistake when holding the template. A whimsical note of interest is that nineteenth- 
century explorers or visitors inscribed their names on the serpent cartouche. One of the 
names in script is Manuel de Castilla, April 1, 1894. The other inscriptions by early 
explorers are on Medallions 10 and 13. 


MEDALLION 7 (figs. 130a, b) 


Medallion 7 has a particularly well preserved serpent on the upper left quadrant (fig. 
131) with the skeletal bone for the upper lip. Note the “‘snaggletooth” at the end of the 
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snout. All of the serpents are sculptured with deep undercuts, carefully rounded corners, 
and dextrously maneuvered changes of plane, as for instance in forming the supraorbital 
plate and eye. A yellow crosshatched glyph is to the left of the yellow oval glyph at the 
top of the cartouche. What appears to be an ear is raised above the crosshatched area, 
indicating that a head was probably on this glyph. 

It is apparent that these were sculptured by a very skilled professional who could 
swing curves with speed and dexterity from one direction to another in an even, rhythmic 
motion. He probably used the same sort of tools that ceramists use today. Sculptors’ 
tools similar to those probably used by Palenque sculptors were found by Andrews IV 
and Rovner (1973:89) in two tool kits from Muna and Dzibilchaltun containing chert 
chisels, adzes, percussion blades, gravers, and banana-shaped and brick-shaped smoothers 
of limestone. In addition to these there would have been perishable tools of wood. 


MEDALLION 8 (figs. 132a, b) 


The cartouche of this medallion is almost completely intact and has remains of a great 
deal of blue paint on it. In fact, one can count many layers of paint from the first light 
red wash to white, blue, white, and finally blue. The blue extended on over the serpent, 
covering it completely except for the eye, which, as always, was painted red. 

The center Imix glyph at the top has another glyph modeled on top of it, evidently 
placed there at a later date. This additional glyph projects out 3cm above the Imix glyph. 
The Imix on the right is painted blue with red at the mirror inset, but the center Imix 
is yellow. The glyph on the left is blue. Above these glyphs are little stacked bars, each 
one smaller than the one below it. I think that these represent the watery Underworld 
as on Medallion 5 bundles. Blue ties also flow out from the corners of the two upper 
glyphs, again representations of funerary bundles. The serpent has the skeletal wavy 
bone insert on the lip (fig. 133). 

This is the cartouche that was noted earlier as being wrong end up on the wall. It fits 
perfectly when reversed. 


MEDALLION 9 Missing. 


MEDALLION 10 (figs. 134a, b) 


One of the most complete medallions is this beautiful portrait frame of Medallion 10 
surrounded by yellow Yax glyphs. Yax is one of the Maya months and the Venus monster 
is the patron of the month. In the 819-day count and the New Year's pages, the color 
of south is “yellow,” as noted by Berlin and Kelley (1961:13). If yellow is south, there 
is good reason for identifying it with the Underworld regions. Victoria Bricker (personal 
communication) has suggested to me that the Maya may not have thought of south in 
the way we think of south, as on a map, but south may have been the direction “down.” 
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This is very feasible if south is “down” into the Underworld. Yellow is the color designated 
for the Underworld and the realm of the dead in Palenque stucco sculpture, just as red 
is the color of the living world and blue the color of the heavens. 

Berlin and Kelley also point out that “This is the way in which the directions are 
associated with colors also in the Dresden and in the colonial Maya writings,” and that 
“both the colors and the directions are associated with these phrases of the 819-day 
count." 

Three plant leaves, also painted yellow, emerge from the tops of the glyphs (fig. 135). 
There are three Yax glyphs at the top and three at the bottom of the cartouche. From 
the evidence of stucco at the edges of the glyphs, there were two more Yax glyphs at 
each side of the cartouche. 

Typical of the holes drilled in the supraorbital plates of the serpents, these two exhibit 
very deep holes, such as would have been made by pushing a round stick or bone awl 
into damp, partially set stucco and twirling it around so as not to leave an edge of stucco 
at the rim of the hole. 

Early visitors to the ruins left their names on the cartouche of this medallion also— 
Thompson (not J.E.S.), April 1916, and Lonandaizna A. G. 


MEDALLION 11 (figs. 136a, b) 


I consider this the most interesting of the medallions, even though so much of it is 
encrusted with lime. There is a definite resemblance between this medallion and the 
double-looped medallion on Pier D of the early Olvidado building. The right side of this 
medallion is covered with a considerable amount of encrustation, but it is possible to 
determine what lies under the surface. 

The scrolls on the right are exactly like those of the Olvidado medallion. The bottom 
scroll here measures 12.5cm from top to bottom, while the Olvidado one is only 3cm 
less. The diameter of the Olvidado cartouche is the same as this one, but the Olvidado 
serpent body cartouche width is 12.5cm, whereas the body on this medallion is only 
7.5cm. The scrolls and other elements are all blue, even the fire glyph near the top. The 
same type of double scrolls on the right side of the medallion were repeated on the left 
side. 


MEDALLION 12 (figs. 137a, b) 


This medallion conforms to the general pattern except for a slight bulge at the upper 
right corner, easily accounted for by the pull of the still plastic stucco when it was being 
placed on the wall. The cartouche is almost completely intact, but other than that, only 
one of the serpents and one glyphic element at the top remain. 

The good condition of the chest and shoulders enables one to determine the appearance 
of the bust. The head is slightly off center to the left by 4cm. The shoulders and chest 
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are well formed. Scratch lines in the stucco indicate where a double necklace would have 
hung. One string of beads hung from the neck and another of larger beads was slung 
horizontally across the chest. An armature of stone projects out from the stucco background 
at the neck, which would have helped anchor the head to the shoulder area. At a distance 
14cm above where the shoulders would have been attached to the wall, there is another 
anchor stone for the head. 

Both red and blue paint cover the inner background of the cartouche. There is also 
bright blue and red paint on the serpent and on the upper glyph. 


MEDALLION 13 (figs. 138a, b) 


There is a huge kin sign at the top of this medallion, and emerging from behind it on 
the right is a large skeletal bone ahau with two deep holes in it and a deeply incised 
wavy line of a skeletal bone. This conveys the important message that the serpent is 
skeletal, dead, and that the theme is “death.” Portions of another kin sign and death 
abau are on the right, and there was probably another on the left. Both the kins are 
recessed as far as the bearing wall. There are four planes of construction on these elements: 
one at the base wall; a second, the outside area of the entire kin motif, the third, a border 
around the kin and the bone ahaus; and fourth, the level of the serpent cartouche that 
is at the center outline of the kin. 

It is possible that the two heads found under the sarcophagus in the Temple of the 
Inscriptions tomb were once heads in the cartouches of the medallions. Alfonso Morales 
and I took a model of one of the heads and placed it against Medallions 2 and 3 to see 
if it would fit. It fit perfectly and the anchor stone at the top was in the correct place, 
but the piece had originally been broken off in a rough manner so that there was no 
clean break either on the stucco model or on the medallion shoulder area. None of the 
other heads that were once in the medallions has ever been found. 

The medallions are examples of three-dimensionality in Classic Maya sculpture. These 
stucco heads sculptured in serpent cartouches were completely in the round and free of 
the rear wall. Only the anchor stone at the top, the attachment at the shoulder, and the 
partial attachment where the hair ribbons were modeled on the cartouche background 
were attached to the head. 


House D flanks the western edge of the Palace Complex as House A does on the east. 
The changes of this structure over the years can be noted in the photographs taken from 
the same position—first the photograph taken by Alfred P. Maudslay in 1889 (fig. 139); 
then the photograph taken by an unknown photographer around 1925 (fig. 140); third 
the photograph taken by Irmgard Groth in 1957 (fig. 141); fourth the one I took in 
1968 (fig. 142); and finally the one I took in 1973 (fig. 143). In the Maudslay photograph 
there are trees growing from the roofs of both House D and the Tower. There are debris 
and fallen lintels where the other courts and buildings are. The second photograph was 
taken before the Tower was restored by Alberto Ruz Lhuillier; Irmgard Groth’s photo 
shows the Tower just after it, and lintels on the buildings, had been restored. In my 1968 
photograph, only part of the stairs on the western side of the Palace Complex had been 
restored; by my last photograph, the stairs had been restored all the way across and the 
rooms at the extreme southwest end of the palace basement had been uncovered. 

House D was surely built by Kan-Xul II, younger brother of Chan-Bahlum Il and son 
of Pacal the Great. He became king after the death of his brother Chan-Bahlum in А.р. 
702, and ruled until his capture by Tonina nine years later in A.D. 711. 

House D consists of two long parallel corridors with no control entrance. A stairway 
extends almost the full length of the western side, and the eastern side is bounded by 
the West Court. The only entrance from the eastern to the western corridor was 
through a single doorway at the southern end of the median wall. At some late date the 
eastern corridor was blocked with stone and mortar curtain walls, one between the far 
north opening and the central opening on the eastern face, one at the northern edge of 
the central wall on the eastern face, and one at the southern end of this wall. The two 
northern curtain walls have doorways in them. The only room created had only one 
entrance directly to the west of Pier C on the plan. The western wall of this room has 
a considerable amount of paint on it—red, blue, and yellow. The positions of the colors 
lead me to believe that this wall once had a painting, but one cannot now determine its 
subject. 

There is an odd-shaped doorway in the median wall in the far north room. It has a 
notched top shaped like a vault but does not extend all the way to the floor. If it had 
been used as a doorway the sill would have been 86cm high, impossible to step over. 
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There are eight Ik openings in House D. Two went halfway through the median wall 
on the west side; four went all the way through the wall at one time but were later 
blocked on one side; two remained open all the way through the median wall. Some of 
the T or Ik openings line up with each other as the one in House C, which lines up with 
the one in House D (fig. 144). Although these openings in other buildings are of varying 
heights from the floor, those in House D, as well as those in Houses E, C, B, and A, are 
placed so that a person can look directly through them when standing on the floor. 

The most spectacular feature of House D, of course, is the stucco sculptured piers; 
six remain in position with stucco sculpture on them. As one looks up at them from the 
Temple of the Inscriptions court, under a brilliant tropical afternoon sun, they loom as 
evenly spaced patches of bright light against a black background (fig. 145). Even from 
the edge of the stairs the entire height of the figures on the piers is visible. This is because 
the Maya sculptors knew that in order to be viewed from that distance the figures would 
have to be raised. To solve this problem, they constructed elaborate stucco sculptured 
bases for the figures to stand upon. They did the same thing on the Temple of the 
Inscriptions piers. There, however, they placed the figures on huge monster masks so 
that they could be viewed from any position in the court below, except directly at the 
bottom of the stairs. 

The lower register, the base upon which the figures stand, iconographically depicts 
the watery Underworld on all of the House D piers. Placing the figures of the House D 
piers on this lower register can be likened to a practice adapted in ancient Maya mural 
painting—dividing space into what Donald Robertson (1970:80) terms “register space,” 
as on the murals of Chichen Itza, where the sea is in the lower register and the events 
on the land take place in an upper “register space.” The Bonampak murals are divided 
into horizontal registers assigning persons and gods to spaces according to their rank in 
the world of the Maya. Likewise, the Santa Rita murals portray figures in action walking 
upon a lower “register space” depicting the sea and the underwater activities going on 
there. 

Although armatures were used in stucco sculpture in all earlier buildings, with the 
exception of House A, there were no armatures used in House D. 

The composition of the House D piers changed from three-figure linear compositions 
of House A to two-figure narrative compositions, asymmetrical and full of action. Action 
flows throughout the entire composition of each pier. All four of the figural piers on this 
house concern some aspect of sacrifice. Piers B and C concern persons about to be 
sacrificed. Pier F is concerned with the actual beheading. Pier D depicts a sacrifice about 
to be performed involving two people and a serpent. The bases on all five piers are 
different, but the height of the bases from the floor line to the base line for the figures 
is uniform throughout. All are bordered on three sides by glyphs, and on all but Pier B 
the glyphs continue across the bottom. It may be that they continued across the bottom 
on this pier also, but only one element remains on the border of this pier and it is on 
the left near the top on the left side. There is sufficient room, however, underneath the 
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pedestal panel to accommodate a row of glyphs of this width. Four of the figural sculp- 
tured piers have panels of small glyphs within their borders and Pier E probably contained 
a glyph panel also, but there is so little remaining on this pier that it is impossible to 
tell. 

The most important difference between these piers and all other previously sculptured 
piers is the attempt toward realism and three-dimensionality that comes to its zenith on 
Pier D of this house. Figures become almost fully rounded in many cases, as if the rear 
one-half of the sculpture had been cut off and the front half, the visible half, remained. 
In some cases it goes even further than this and some body parts become almost fully 
three-dimensional. Undercutting is prominent and frequent, not the exception. Accurate 
sequence in placing of clothing on the bodies of figures is followed, down to the most 
minute detail. 

The painted surfaces of these piers utilized much the same colors that were found on 
House A. The bright, light 10R 6/6 background is the same as on House A. The 10R 
7/4 slightly deeper red/orange color of the figures is also the same as on House A. The 
bodies of the figures cover a large range of values in reds, ranging from dark 10R 4/8, 
to deep but bright 10R 4/10, to brighter hue values of SYR 5/1-, 2.5 YR 6/10, and 7.5R 
6/8. Blue is fairly consistent, although it again covers a wide range in the chroma scale 
but stays fairly close to 7.5BG 5/4. 


PIER B 
(figs. 146, 147) 


This pier is accorded the most interest because of the seated figure’s clubfoot. This person, 
seated on a now missing throne, could have been the figure whose portrait and death 
date are carved on the sarcophagus in the Temple of the Inscriptions tomb. The only 
evidence, however, for this speculation is that the figure on the sarcophagus’s west side 
is named Pacal—not the Pacal interred in the tomb, but an ancestor, undoubtedly the 
one for whom Pacal the Great was named. Pacal the Great had a clubfoot and perhaps 
this is the ancestor, also clubfooted, whose portrait and death date are on the sarcophagus 
of Pacal. The first Pacal may have been sacrificed, as portrayed in this Underworld scene. 

The left foot of the seated figure (figs. 148, 149), as shown by measurements of the 
leg and foot (fig. 150), is evidently a severe clubfoot. It has been rotated and turned 
inward, exactly as it should have been portrayed. Clubfoot is twice as frequent in males 
as females and tends to skip generations. If this does happen to be a portrait of Pacal I, 
the clubfoot deformity would here have skipped a generation. 

This is another example of Palenque sculpture adhering strictly to true portrayals, even 
in deformities as shown here—by the wasting of leg muscles and shortening of the leg 
(fig. 151). The measurement from the kneecap to the back of the knee of the deformed 
leg is 8cm while the normal right leg measures 12.5cm. The length of the left or deformed 
leg from kneecap to heel is 34cm, while the right or normal leg measures 41cm for the 
same distance, a difference of 7cm. 
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The seated figure wears an undergarment, a loincloth, and a skirt of a soft material 
that is bordered with feathers and hanging sections of cloth (figs. 152, 153). The top 
line of the undergarment can be seen on the stucco, and the surface between it and the 
loincloth has been roughened in order to help the next piece of clothing adhere to the 
stucco surface. As far as remaining evidence tells us, this is an unusual procedure. The 
top feather in the headdress of the standing figure on Pier D, House A, was roughened 
in this same manner. Normally these Palenque sculptors would have just scratched the 
outline in the stucco. This area of the stucco must have become a little too hard before 
the next layer of clothing was to be placed over it, and in order to expose some of the 
still-damp stucco the sculptor roughened the surface in this manner. Both the under- 
garment and the loincloth correctly extend beyond the body of the figure. 

The figure’s left arm is raised and its right arm is at the side with the hand bent forward 
in a probably significant gesture. The hand is raised at the wrist and the fingers are 
pointed forward. The sculptor had a difficult time portraying this gesture but managed 
to tuck the thumb in under the palm of the hand, where at first glance it looks like a 
rope or cord. On closer examination, this is clearly the thumb. The little finger is straight 
but the index finger is curved down. 

The curving lines of the skirt were made by pressing a round, pencil-size tool into 
damp stucco, which would have to have been very firm but not quite hard. The kneecap 
was indicated in a different way: the sculptor slightly depressed a circular area, more 
pronounced on the left knee than on the right, with the heel of the hand, or some rounded 
object. 

This figure once wore a pectoral secured by long beads around the neck. A depression 
marks its place and that of the small round beads encircling it. Three long beads bordered 
by bone ahau beads, a common dangle for Palenque pectorals, hang at the bottom of 
the pendant. The figure does not wear a headdress but has the hair coiled on top of the 
head and secured by a ribbon. The strands of hair hang in a pigtail tied with a bow. 

The manner in which the right figure stands holding an axe ready to behead the left 
figure is a symbolic pose. The arm is held aloft as if in arrested motion (fig. 154). The 
biceps on this arm (fig. 155) are in high relief, quite a contrast to the extremely straight 
sides of the forearm. The left arm holds a narrow cloth scarf or ceremonial mantle. 

The right figure’s simple hairstyle is pulled back tight to the rear of the head. From a 
center part, the hair is brought into a pigtail held together and bound with three loops 
of cord or ribbon (figs. 156, 157). This is a male personage with a typical male haircut: 
a shaved area at the nape and tresses about 10cm long hanging below it. A blue-beaded 
headband is surmounted by a blue segmented piece holding the front ornament in place. 
The headband is held together at the rear and allowed to fall in two streamers. To the 
rear are clusters of red feathers holding another cluster of blue feathers. The top of the 
small headpiece is crowned by a cluster of feathers with a long-lipped god emerging 
from the top. 

Hanging to the rear of the skirt is a tailpiece of jaguar skin edged with a short feathered 
fringe. At the bottom is an upside-down ahau figure with two flopping loops at the top 
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of its head (fig. 158). This figure wears jaguar-skin boots with bordered uppers tied with 
a large bow. 

When viewed from below, the thickness of the stucco sculpture is very noticeable, 
especially at the broken-off chest and arm area of the right figure. 

The lower pedestal consists of the immense head of a manifestation of the Ik god (figs. 
159, 160) with a skeletal lower jaw and a large IË in his headdress on the left side. On 
top of the oval headpiece is a large tau symbol. This and the other six tau symbols in 
the lower register symbolize water and signal that all of the action is taking place in the 
watery Underworld. 

Three rectangular sections, bordered with beads and containing tau symbols (water 
bands) with plant foliation within them, act as the pedestal for the standing figures. Each 
bead around the rectangular section is 3cm in diameter and has a deep hole in the center 
1cm deep. The preparation for placing these beads was a shallow depression roughened 
a bit before the beads were mounted. There are no anchor holes. Venus, the god on the 
border, wears a cap with an IË sign in the center depressed 8mm deep. The eye area, 
but not the corner pupil, is cut out all the way to the bearing wall, like the area to the 
rear of the eye. The god's lower jaw is skeletal—a bone showing the two foramen holes 
and the suture lines. The earplug is squared with a depressed center. The ear dangle is 
an upside-down abau with eyes punched 9mm deep with a round tool. 

There is a shell to the left of the seated figure, but I surmise it is part of the border, 
the only element remaining. There are four small glyph blocks within the pier frame. 
The first is the 9 Baktun identification followed by 4 Katuns, then a verb, and last a title 
with ahpo over it. There were three glyph blocks over the pier. Only one remains today. 

The background is painted a brilliant red, and the figures are a darker, even more 
brilliant, red hue. The loincloth of the seated figure is blue and the skirt and fringe are 
red. The feathers on the skirt were first painted a pink/red, then blue. The hair of the 
right figure is a bright red/orange and the headband, ribbons, and feathers are blue. The 
small tuft of feathers is red. The axe is blue. Most of the elements at the bottom register 
are blue with red background. 


PIER C 
(figs. 161, 162) 


Again a sacrificial portrayal, the left figure holds a xoc fish emblem in his left hand and 
the Quadripartite God in the crook of his right arm. The xoc fish emblem seems to be 
a prerogative of women at Palenque but is held by males when they are involved in 
sacrifice. Chan-Bahlum wears it in his portrait in the Temple of the Cross. The male 
figure on Stela H, Copan “18 Rabbit" also wears it. Xoc is used as a rebus “to count," 
probably in this case referring to generations. Jeffrey Miller (1974:154) first noted the 
xoc motif as a waist decoration worn by women “composed of a flattened fish head 
grasping a Spondylus shell." He also notes, quoting from Roys (1940:35) that the word 
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xoc, meaning “shark” and “count” in Maya languages, also means “waist” or “hips” 
in Yucatec, and suggests that “Perhaps the xoc waist motif was a rebus for ‘waist,’ 
‘Senora,’ or ‘Senora’s waist’ " (Miller, J. 1974:154). 

The left figure, bending forward slightly, wears a headdress with a long-lipped god 
with lashed eyes, whose cap is the “personified tree" emerging from a circle of petals 
(figs. 163, 164). This headdress god wears the same type of haircut worn by humans, a 
stepped cut with forelock in front (fig. 165). Two scarification marks can be seen on the 
face of this figure. 

The standing figure wears a short beaded skirt held in place by a narrow sash fastened 
with a knot, half-bow, and long streamers (figs. 166, 167). The bottom of the skirt is 
bordered with feathers and round beads going under the mat symbol at the front of the 
loincloth. These feathers go around the skirt in a three-dimensional manner. The two at 
the far left, although appearing as ovals when viewed from the front, are actually round 
beads set at an angle at the left edge of the skirt. There is paint on all of the beads and 
some remnants of red on top of the blue. An ornament consisting of beads and a bellflower 
with two long beads tipped with bone ahau beads is attached to the streamers hanging 
to the rear (fig. 168). The bellflower, with a mirror in it, is all blue. The mat, placed at 
a 45° angle at the top of the loincloth, is also blue. 

The feet of the figure are clad in high-topped jaguar-skin boots with woven soles (figs. 
169, 170). The boot sole of the right foot curves around to the base wall, adding to the 
sense of depth. The nail of the left foot’s big toe extends beyond the toe itself, but on 
the right foot it does not. The left foot is balanced on two circular disks, as if the figure 
is on roller skates. The right foot is resting on a three-tiered stack of bars topped by two 
small balls, one on top of the other. These stacked bars indicate water on which the 
figure is standing, the top layer of the Underworld. 

The Quadripartite God is held in the crook of the left figure’s arm (figs. 171, 172). 
All of the elements necessary to this god are on this depiction—the kin sign in the god’s 
cap, the stingray spine, shell, crossed bands, flattened U, and three-part plant element. 
The stingray spine is almost completely three-dimensional, fastened to the wall at the 
base for only a very short distance. It curves forward at the bottom and also at the top. 

Three jeweled serpents, shown in tree form, protrude from the tip of the stingray spine 
in the god’s cap. The largest is at the top of the bar, a second splays over the headdress 
feathers on the right, and a third is just to the left of the stingray spine’s tip (figs. 173, 
174). A shell dangles from the mouth of the right serpent and the large kan cross in an 
oval cartouche crowns the top serpent, on whose right side a half completion sign is 
attached. This same jeweled serpent is on the Tablet of the Cross and the Sarcophagus 
Cover of the Temple of the Inscriptions. 

Jeffrey Miller (1974:150, 154) first brought to our attention the structured interplay 
of the beaded serpent and the Quadripartite Badge, and noted the beaded serpent sitting 
on top of the stingray spine (or as a leaf motif or bifurcated feather, as Miller refers to 
it), part of the Quadripartite God headdress worn by the god in the crook of the left 
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figure’s arm on Pier C, House D. As Miller noted (1974:154), the only other known 
instance where this is portrayed is on the Calakmul Stela 1 and Tikal Lintel 2 of Temple 
Ir 

On the Sarcophagus Cover in the Temple of the Inscriptions, the same thing is hap- 
pening, but the jeweled serpent is part of the ceiba tree rising behind the body of the 
descending Pacal on the upper portion of the cover. The ceiba tree, of the earth, is in a 
cave (the tomb chamber) and is rising to the heavens, where the Principal Bird Deity 
sits. Pacal, the falling lord, is just above the stingray spine and the ceiba tree rises from 
behind him. Its branches are the jeweled serpents. The iconography is identical. 

When seen from a lower level, especially the stairs, the figures look much larger than 
they actually are and appear to be even more in the round (fig. 175). They are placed 
upon the lower register, a complicated arrangement of gods and Underworld plants (figs. 
176, 177). I believe, and Schele concurs, that all of the House D piers are associated 
with the watery Underworld and that action taking place on them refers to events 
happening in Xibalba, the Underworld. The Waterlily God is in command on both the 
left and on the right. The god on the left has a long snout and scroll eyes, while the god 
on the right has crossed eyes, three dots under the eyes, and an ahau figure on top of 
the supraorbital plate. Both gods have skeletal lower jaws and plant foliation sprouting 
from their heads. Sprouting waterlily bulbs rise to the water's surface from these heads 
and then send their shoots down below into the watery depths to rise again as waterlily 
pads. As Schele has noted (personal communication), the Waterlily God is really the 
bridge between the Underworld and living world. He sometimes appears to have qualities 
associated with the Sun God, such as crossed eyes, three dots under the eyes, tau tooth, 
and kin sign in the forehead, while his Underworld aspects are the skeletal bone jaw and 
the sprouting underwater plants issuing from his head. This may be indicating the sun 
under water, the sun as it disappears into the Underworld at night. 

The central portion of the Underworld register (fig. 178) consists of waterlily buds 
and waterlily plants in the form of Imix glyphs. Another god was at the center of this 
panel but the head is now missing; only the earplugs, the flowing whiskers, and the 
sprouting waterlily buds emerging from the head of the god are still there. This god 
would have been in frontal view, as both earplugs are shown, not just one as on the 
gods to the right and the left. The symbolic form of Imix is the waterlily, whose char- 
acteristic curves and dots are in the Imix glyph. Thompson (1960:72) thought that the 
Imix monster was the Earth Dragon, symbolic of the earth and all it brings forth. Rather 
than being solely the Earth Dragon, this god is more explicitly the Waterlily God. 

On the right side of the pedestal border is another portrayal of the Waterlily God, 
exactly like the one on the left (figs. 179, 180). This depiction of the god has the waterlily 
flower emerging from the rear of his head rather than the waterlily pad emerging from 
the god on the left. Instead of the two small ear dangles as on the left god, this one has 
an upside-down ahau hanging from the earplug. The god's nose has the wavy lines of 
the skeletal bone and the lower jaw has the two holes always found in bones. 
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The border completely encircling the front of the pier consists of symbols usually 
referred to as “completion” signs and jade symbols. The water group symbols are the 
shell, yax, kan cross, and the “mirror,” and the glyphs yax and kan on the House D 
piers are used to identify the water group. 

David Stuart (n.d.) convincingly argues that the three elements yax, kan, and “com- 
pletion” “seem to be special to blood” and that their appearance on the House D piers 
notes “blood,” “the preciousness of a ruler’s blood, probably in connection with divine 
ancestry." The combination of dots, kan and yax signs, the "scattering" motif, he notes, 
is found on a number of monuments at Yaxchilan, as well as several other places, and 
that they indicate a liquid stream of blood. One of the many clues to this, he points out, 
is the “three-knot perforator that is always found near the ruler's groin—blood letting." 
He does not believe that autosacrifice alone would produce so much blood. A greater 
sacrifice is apparently indicated. 

The skyband borders then, Stuart believes, “indicate the preciousness of a ruler's blood, 
probably in connection with divine ancestry." The yax, kan, and “completion” symbols 
on the House D piers place the scene in the center of the world, and figuratively in the 
cosmology of the participants. 

Action flows throughout the composition on Pier C. The left figure is in a pose of 
movement, one leg forward, bearing the body's weight, the other leg bent and barely 
touching the base line. The figure leans forward, the right arm holding an object and 
the left arm poised in midair, just above the face of the figure on the right. The kneeling 
figure's head is raised and its right arm is pulled back in either a gesture or a defensive 
posture to ward off the action of the figure on the left. 

Action also flows throughout the lower register with plant leaves and stems turning 
in every direction. Even the hair and whiskers of the gods flow and intermingle with the 
plants. 


PIER D 
(figs. 181, 182) 


The figure on the left is Pacal the Great and the scene is concerned with his activities in 
the Underworld, an act of sacrifice involving the person on the right, who is either his 
mother Lady Zac-Kuk, or his wife Lady Ahpo-Hel, and a serpent. Both figures hold the 
body of the serpent in a symbolic pose. It seems more likely that the woman is Lady 
Zac-Kuk who we know is dead. Her portrait is on the sarcophagus of Pacal, and one 
would expect events to take place in the Underworld, where his mother was a principal 
character. Pacal's other portrayals involve his mother also—such as on the Oval Palace 
Tablet, where she transferred the rulership to him, and the House A, Pier C, where she 
is shown seated beside him. The head of the serpent being held by both figures is identical 
to those portrayed on House A medallions. 

The protagonist is standing in full front view with head turned to his left. His left foot 
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is placed firmly on the bottom border while his right foot is raised so that only the ball 
of the foot rests lightly on the platform. This is the stance of a person with clubfoot, a 
deformity we know Pacal had, the deformity that is depicted on the great Sarcophagus 
Cover. On the right foot (fig. 183), the big toe hangs over the edge of the boot and also 
over the edge of the platform. The woven base of the boot was apparently made to 
conform to the foot, even to extending the instep to follow the foot's contour rather 
than making it flat, the normal procedure. The sole of the boot only extends as far as 
the joint of the big toe, thus leaving the toe free. The boot ends at the ball of the foot, 
where the weight would have been concentrated. 

The leg (figs. 184, 185) also conforms to dimensions anticipated for a person with a 
clubfoot. From the back of the knee to the heel measures 30cm on the deformed leg and 
41cm on the normal leg. Although the calves of both legs are well formed, both are 
perfectly straight for 15-17.5cm directly above the ankle. Viewing this figure from another 
angle, it becomes conspicuous that the weight of the body is being borne by the left leg. 
The accentuated clubfoot makes it appear to be larger than normal. The chest and 
shoulder muscles of this figure show that, in comparison with the rest of the body, they 
were extremely well developed, another trait one would expect in a person with this 
deformity. The broad shoulders and thick chest project out 27cm from the base wall 
(fig. 186). 

The head of this figure (figs. 187, 188) is beautifully proportioned and molded with 
the line of the true nose incised within the false nose. The teeth can be seen between the 
slightly parted lips. The eye and nose are well modeled. A great deal of bright red/orange 
paint (10R 3/6) remains on the face. A darker pigment of the same bright red/orange is 
found near the ear. 

A le leaf which is painted blue (fig. 189) hangs from the earlobe by a tiny cord 4mm 
in diameter going through a 4.4mm hole in the ear (fig. 190). This leaf, with three circles 
within it, signifies ancestors and generations. A three-bead-wide necklace hangs from 
each shoulder of this figure and although this long hanging string of beads is missing 
from the torso, scratch lines in the stucco indicate where they went. It is picked up again 
with its three-strand lower part just above the waist. The necklace then falls over the 
skirt and ends with a long-lipped god at each end, just below the fringe on the skirt. 

Five strands of hair fall just below the chin (fig. 191), at first glance appearing to be 
strings of beads. They are not beads, however, although they fall next to the strand of 
beads that hangs from the neck. These strands of hair, which continue from just below 
the shaved area at the nape, characterize the male haircut. As one can see, from the way 
the strands drape over the shoulder here, they are unusually long for this type cut. With 
the tilt of the head forcing the figure's right shoulder to be raised and his left shoulder 
lowered, the hair on the figure's left shoulder automatically appears longer than it actually 
is. One of the most notable points concerning this falling shoulder-length hair is that it 
is painted blue on both the portions on the left shoulder at the nape. Normally hair is 
always red. As far as I know, this is the only exception to the rule. 

This figure's hair is elaborately done. A front forelock is pulled through the section 
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of hair that would be the middle bangs of a stepped cut, and this hair is then pulled 
through a bell-shaped ornament and allowed to flop forward over the forehead. The rest 
of the hair is drawn on top of the head, tied with ribbons and bows, and flopped high 
overhead, probably held that way by using a cone-shaped bun as a core, then greased 
or waxed to hold it in place. Three tufts of hair are brought together and fastened with 
tiny beads at the side of the head, then flopped forward over the side of the face and 
cut in neat straight lines like the stepped cut. The male shaved cut at the back of the 
neck, just referred to, completes the hairstyle except for the many tiny beads scattered 
throughout the hair. 

The short beaded skirt of this figure is held on with a very functional belt. In fact, the 
belt and buckle are made so accurately that one can see they function exactly as a belt 
and buckle would today (figs. 192, 193). The sash goes around the figure’s body and is 
drawn through a buckle with a center piece just like those on modern buckles. The sash 
is then pulled under the other side of the buckle, secured, and allowed to hang. Because 
some of the stucco sculpture has broken off, it is possible to see these completely finished 
parts underneath that would not otherwise have been visible. 

The body costume consists of a high undergarment, lower waistband, and then a belt 
with a sash over it. The undergarment and the high belt both protrude at the sides of 
the body. The sash, belt, and buckle are blue, with indications that the sash may have 
later been painted over with red. The skirt is beaded in a diamond pattern just like skirts 
worn by women, except that this is a very short skirt, more like a kilt. 

The loincloth falls over the skirt and over another lower layer of beaded loincloth 
(figs. 194, 195). The elaborate geometric design of the loincloth (fig. 196) was also built 
up in sections, and some elements were even changed at some later date. Note the motif 
just below the Tlaloc-style eyes, which was there in Maudslay’s time but has since 
disappeared. Discovering just such things as this made my research in 1980 at the British 
Museum so rewarding. Were it not for Maudslay’s record, we would never know that 
such things as details on loincloths were changed on already sculptured stuccos. This 
loincloth is the best example we have of the technique of building up clothing layer upon 
layer until the final effect was reached in the “properly clothed” person. Even the axe 
carried in the right hand of the figure seems to step off the stucco background. Note the 
thickness of the axe and the deep undercut (fig. 197). 

A most unusual hair ornament is worn by the left figure. The head of a god, identified 
by Schele as a “personified tree" because of the leaf coming out of the top of the cap, 
is tucked into a completely three-dimensional flower whose two layers of petals spread 
apart to accommodate the god (figs. 198, 199). The /e leaf at the tip of the head identifies 
this as the “personified ancestral tree” god. The difference between this god and the 
jester god is that the latter has a bone or barbel at the tip of his cap. The bottom part 
of the flower makes an undercut going all the way under and part of the way up the 
back side of the flower (fig. 200). The /e leaf has a mirror in it. The flower is blue, as is 
the god, except for its red eye. 

The right figure holding the vision serpent with both hands (fig. 201) is probably Lady 
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Zac-Kuk. She stands facing the principal character in this drama, Pacal. Her left hand 
is no longer on the stucco sculpture (fig. 202), but because of Maudslay’s photograph 
taken in 1889 when it was still intact (fig. 203), we know what it looked like. Maudslay’s 
photograph shows both hands holding the serpent body as well as the beautiful little 
head circled with beads that this figure wears as a pectoral. Perhaps the serpent is being 
sacrificed (fig. 204), although it may be the protagonist himself who is being ritually 
sacrificed. Or this could be an actual ritual sacrifice reenacted in the Underworld. This 
vision serpent is the same type of "snaggeltooth" dragon as shown on all the House A 
medallions. It has a skeletal lower jaw with the same markings as the Palenque Emblem 
Glyph bone (fig. 205). It is seen also on Yaxchilan Lintel 25 (Graham, I, 1977:3:55). 

The right figure is by far the most elaborately dressed woman in Palenque sculpture. 
She wears a beaded cape edged with feathers, much like the one worn by Lady Zac-Kuk 
on Pier C of House A. Her beaded skirt (fig. 206), also made of a diamond pattern of 
long beads joined with round beads, resembles that of Lady Zac-Kuk. It hangs just below 
the knee and is fringed with feathers in clusters of several each, interspersed with sections 
of three long beads tipped with bone ahau beads. She wears the same type of belt made 
with long cylindrical beads and round beads as she does in her other depictions. The 
woman of House A wears an Ik pectoral while this personage wears a medallion consisting 
of a human head, possibly jade, encased in a circular backing of tiny bone ahau beads 
and the typical long-bone ahau bead at the bottom. The beads have squared edges, and 
where the stucco edges are missing, there are scratched-in lines (fig. 207). 

This woman wears an elaborate belt emblem at the front of her skirt, the main emblem 
being the xoc fish, a prerogative of women at Palenque. The edge of the xoc snout is 
outlined in stucco just above the woman’s wrists. Hanging from the xoc is a shell (fig. 
208), and below it cascade jade symbols, long beads, and hanging streamers. The sash 
she wears is like that of the other figure on this pier, with one loop falling to the front 
and the two ties flopping at the rear. Underneath the rear tie, a jade piece and bell 
ornament with mirror infix hang down the back. 

The remains of a long Quadripartite Badge can be seen just behind the well-formed 
shoulders of this figure (fig. 209). The spondylus shell on the left is completely three- 
dimensional. When viewed from the front, the left edge of the shell looks straight, but 
when viewed from the right, it is a completely oval-shaped shell curving just as a shell 
would (figs. 210, 211) (Abbott 1974, pl. 21, and Kidder, Jennings, and Shook 1946, 
Fig. 162d). Spondylus shells were used extensively in Maya ritual and for ornamentation, 
as pointed out by Moholy-Nagy 1963 and Kidder, Jennings, and Shook 1946:145-152. 
The stingray spine curves 3.5cm out from the wall at the top and curves all the way in 
to the wall at the center as it did on Pier C. The cimi sign for death is a substitution for 
the crossed bands of the Quadripartite Badge. The shell and the stingray spine are red 
but the cimi is blue. The Quadripartite Badge seems to have been worn as a back head 
in this depiction, whereas on Pier C of House A the god was worn as the headdress of 
Lady Zac-Kuk. On Pier C, the same god was held in the crook of the protagonist's arm. 
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Most of the headdress worn by this figure is missing, but we can see that it was a 
motif made up of a very elaborate beaded serpent sitting on top of a stringray spine of 
the Quadripartite God, just like that held in the crook of the left figure’s arm on Pier 
C. A panoply of feathers falls to the rear. 

The border around Pier D is composed of alternating yax and jade symbols. Yax, as 
noted earlier, is yellow, an Underworld color at Palenque. Following Stuart’s hypothesis 
that the yax, kan, and “completion” combination refer to precious ancestral blood, the 
border of this pier, as well as the other borders on the House D piers, may be placed in 
the context of “precious ancestral blood” symbolism. The elements are all of the water 
group. This means that the action is taking place in the watery Underworld. 

At the edge of the pier on the left side, the jade elements and the yax signs project 
over the edge of the pier. They are very thick. 

The platform of geometric symbols at the bottom register, the platform the figures 
stand on, is a puzzle (fig. 212). The center triangular shape has a recessed kin sign in it, 
and the border at the top where the figures’ feet stand is notched in the manner of leather 
skirts. The segmented border may represent the back of a crocodile upon which the 
Maya felt that the earth rested. The line segments may be the segments on the back of 
this saurian creature and the dots below them are the edge of the belly area just below 
the segmented back. Several crocodiles are native to Chiapas, including the Crocodylus 
acutus, the Crocodylus moreletii, and the Caiman crocodilus chiapasius (Alvarez del 
Toro 1972:28-33). 

There is a great deal of color remaining on this pier, especially on the figures, which 
are only slightly darker than the background, the tendency running toward a clear rose/ 
orange 10R 6/6 with some paint considerably brighter (2.5R 6/10 and SYR 5/10 and 
7.5YR 6/10), all staying mainly in the 10 chroma scale. Blues range mainly in the mid- 
chroma as well as the mid-value scales, such as 2.5B 6/4, 7.BG 5/4, 5/6, and 7.5BG 5/4. 


PIER E 
(figs. 213, 214) 


Very little sculpture remains on this pier—only the god’s headdress at the upper left, the 
gesturing hand at the center, a few ribbons, the entire bottom border, and a segment of 
the upper border. The god worn in the headdress of the principal figure, now missing, 
is the long-lipped god who usually has lashed eyes, but it is not possible to tell if lashes 
were in this example (figs. 215, 216). The serpent wing is prominently displayed where 
an ear would normally be placed. There is a row of tiny, closely spaced long beads tipped 
with round beads worn as a tiara by this god. A crosshatched circle with bone ahaus at 
the side and the flattened U and three-part plant element are just above the tiara. A large 
axe-shaped piece protrudes from the plant foliage. Almost all of the god and his headdress 


are blue. 
The hand at the center (figs. 217, 218) is placed palm up with thumb bent, the first 
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three fingers relaxed and the little finger curved slightly upward. What the gesture could 
mean, we do not know. 

The pedestal border at the bottom consists of a series of wide-bordered kan glyphs 
and jade glyphs (fig. 219), which are sculptured in very thick stucco with deep undercuts, 
here again “blood” (fig. 220). 


PIER F 
(figs. 221, 222) 


This is a beautifully balanced work of art. The figure enthroned on the left is counter- 
balanced by the figure on the right, whose arms join with the top of the left figure’s 
head. At the apex of the triangular composition is the axe held in the right figure’s right 
hand. Glyph blocks and headdress feathers fill the vacant spaces. 

Action is suggested but not carried out, and although the action is being performed 
by the right figure, it is the left figure which creates the feeling of action by the suggested 
movement of the legs in different positions. Obviously this is a sacrifice scene, one of 
ritual beheading. 

The person wielding the axe wears a magnificent jaguar head at the front of his belt 
(figs. 223, 224, 225). This is a representation of the Underworld jaguar sun with his 
three dots under the eye, tau tooth and skeletal bone lower jaw. The belt of this figure 
is made of extremely long beads tipped with round beads. At the front, under the jaguar 
belt ornament, there is a mat symbol. This symbol has been dealt with in great detail 
by Francis Robicsek (1975), who points out thousands of mat symbols, a Maya motif 
reflecting the woven pattern of the mat, pop, widely used throughout the Maya area to 
symbolize authority, rulership, and the cushion upon which the ruler sat, thus the term 
“Lord of the mat.” The mat is a typical motif on the loincloth of lords. 

A celt hangs below the mat and underneath it is the jade god, here with skeletal bone 
jaw. This tiny god’s hat is a jade symbol. Another jade symbol dangles from the jaw of 
the jade god, along with more beads, a bellflower, long beads, and ribbons cascading 
down the front of this elaborate loincloth. 

The short skirt of diamond-patterned bead design is the same as that worn by the 
standing figure on Pier C and, except for the feathers, the bead border on this skirt is 
the same as that worn by the figure on Pier D. The skirt is tied on with the same type 
of knot, a single loop and long streamers, which all of the other figures on these piers 
wear. The ornament hanging at the back is exactly the same as the one worn by the left 
figure on Pier C. All of the male figures have the same type of underclothing worn very 
high on the body. The loincloth is looped high and pulled out at the garment and then 
brought under the beaded belt. 

The heavy right leg of this figure was sculptured first, and then the left leg was 
sculptured over it at knee level. The same was done with the feet. The right foot was 
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completed first and the left foot then overlapped it for one-third the distance of the foot 
length. The heel guard was completely finished before the left foot was sculptured on 
top of it. The boot (fig. 226) depicts jaguar-pelt uppers also fringed with Jaguar skin, 
plain heel guards, and woven soles. Note the way the sole of the foot is sculptured with 
a high instep and well-formed ball of the foot, but the sole of the boot is flat and does 
not conform to the bottom of the foot as does the boot worn by the figure with the 
clubfoot on Pier D. Thongs go between the toes and are fastened by a knot with two 
short ties coming from it. 

The axe this figure wields resembles the one held by the figure on Pier D. While his 
right hand holds the axe, the left one grasps the hair of the seated figure, who is about 
to be beheaded. A long, unique necklace (fig. 227) hangs from his neck to well below 
the waist. The necklace consists of the same elements continuing all around the border 
of this pier—bone abaus and jade symbols, again manifesting the land of the dead, the 
watery Underworld. The two strands of beads are fastened at the bottom to an oval 
motif looking much like a “party popper” with a mirror infixed in the top. Floral elements 
with attached ahau beads and a sectioned piece emerging from the floral bells complete 
this necklace. 

This figure wears a simple headdress, or rather it appears to be a complicated hairstyle 
with gods and floral elements fastened to it. A few feathers splay to the rear and an Imix 
flower stands erect among them. A twin jester god front piece is worn at the forehead 
(figs. 228, 229). The forelock is brought through the open mouth of the left twin jester 
god and falls to the front over the forehead. It seems that the twin jester gods are 
positioned so that they appear as one facing forward and the other facing backward. 
Rather, the twin jester gods are both meant to face the front of the figure, and the locks 
of hair (there are two) we are to know, come from the mouths of both gods, and not 
just one. We are seeing the front view and not the side view, which not only would be 
difficult to portray, but would have shown only one god head when it was necessary to 
indicate two. 

The hair has been pulled tightly over the head and held in position at the front by the 
twin-jester-gods ornament and at the side by some other element no longer there. Tiny 
glittering stones have been sprinkled throughout the hair. A cascade of streamers falls 
to the back of this figure, reminding one of the many multicolored ribbons worn at the 
back of the pishalal hats made by the Zinacanteco Indians and worn specially for such 
fiestas as the Feast of San Lorenzo (Vogt 1969:94, 95). 

The left figure is seated on a throne shaped like the head of an Ik god variant. The 
seated position seems very nonchalant for one about to be executed. This figure wears 
nothing but a simple, unadorned loincloth over the undergarment, detected only by the 
scratched-in lines in stucco. The left leg is realistically modeled, although the shin is a 
perfectly straight line. The area behind the knee is concave and very well defined, in this 
case having an edge that the leg of the person on Pier B in the same position does not 
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have. The right foot and ankle are well formed and bevel at the front. The anklebone 
Is conspicuous. 

The throne (fig. 230), because of its great size and the fact that it is the head of a god, 
becomes the focal point of the sculpture on this pier. The god being depicted is apparently 
an Ik god variant, as he wears an Ik in his earplug that has an upside-down ahau dangle 
and both the Ik earplug and ahau dangle overlay the mirror on the cheek of the god. 
The god has a mirror in the cartouche of his cap, crossed eye, three dots under the eye, 
a mirror in the nose, a tau tooth, and curled fang at the corner of the mouth. A lock of 
hair hangs over the cap, both in the front and at the rear. 

Beneath the god throne, resting on the watery Underworld pedestal border, is a beau- 
tiful depiction of the God of Number Six, which in this case, Schele suggested to me, is 
the head variant of the water group. This god is identified by the axe in the eye (figs. 
231, 232). In the Pio Perez Dictionary, page 81, the word for six is мас and uacal means 
“for something to be stuck through something else?” It seems that the axe (for six) is a 
play on word by the Maya. This god is also referred to as Axe-Eye, a goddess, by Kelley 
(1976:96). The God of Number Six may be to signal “blood” in the waterlily complex. 

The god has a tau tooth visible in the wide open mouth. Pompadoured hair curls at 
the front, lies over the top of the head, and hangs loose down the back of the neck. The 
god emerges from an Imix waterlily (fig. 233). This is another depiction of activities in 
the watery Underworld, as also shown on Pier C. Underwater plants curl around shells 
and other water imagery. Enormous waterlily pads curl in one direction while waterlilies 
in the form of Imix glyphs curl in the opposite direction. 

Another personification of the Waterlily God is at the center of the lower panel (fig. 
234). Instead of the supraorbital plate at the forehead and the crossed eyes of the Waterlily 
God shown on Pier C, this manifestation of the god wears a glyph for a cap that has 
waterlily buds and plant leaves emerging from the top, and it has the curled eye instead 
of crossed eye. Water plants, shells, snails, and waterlily pads curl around this god (figs. 
235, 236) definitely placing the scene in the Underworld. 

A third god, now missing, would have been on the right side of this lower panel 
balancing the God of Number Six on the left side. On this side, the waterlily pad and 
the Imix flower change positions. The waterlily pad would have been below the god on 
the right side and the Imix flower would have leaned toward the center god as the 
waterlily pad does on the left. 

The border is composed of alternating bone ahaus and jade symbols (fig. 237). It is 
interesting to note that in the three bone ahaus on the left side of the bottom border, 
the sculptor positioned the eyes facing right, and the two remaining bone ahaus on the 
bottom have their eyes on the right side. On the top border the opposite is true; the 
three elements on the right have the eyes on the right side while the remaining two on 
the left have the eyes on the left. Jade symbols were in all four corners, but it is not 
known for certain in which direction the bone ahaus were positioned, as the one remaining 
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is the one at the bottom of the left border with eyes downward making it an upside- 
down ahau. The side borders were probably all upside-down ahaus. 

Water, or more likely blood, symbolism is the theme of the border of all the House 
D piers. Alternating bone ahaus and jade symbols form the border of this pier. All of 
the piers of House D are bordered with combinations of two signs, one always being 
the jade sign. Pier B is the only one that does not show the jade disk, but as all other 
piers have the jade element as one of the pair, we may assume that a jade disk would 
have alternated with the shell. Thompson (1960:280) notes that the shell section is 
probably a conch, an attribute of gods of the Underworld because the conch is a water 
symbol. 

Pier C alternates the jade disk with the completion sign or zero sign, which Thompson 
(1960:277) notes can also be read as an aquatic symbol. Pier D alternates the jade and 
yax symbols, Pier E alternates the jade and kan cross, and Pier F the jade and bone 
symbols. All constitute Underworld activities, specifically of the watery Underworld 
aspect. Sacrifice is the theme of all the piers and with Stuart’s (1982) identification of 
blood sacrifice symbols on these piers, we can be assured that the sacrifice was blood. 


PIER G 
(figs. 238, 239) 


Pier G was purely inscriptional, a panel two glyphs wide and nine glyphs high. Only 
two glyphs remain today, Al and A4 (figs. 240 a, b), but in Maudslay’s time there were 
three complete glyphs, the additional glyph being A3 as well as small portions of glyphs 
A2. and B1. A4 is the “birth” glyph. The name of the ancestral goddess should follow. 
Lounsbury (1980:99) explains, with reference to the Temple of the Cross, that “with all 
significant aspects of the date made known, there is the declaration of the event that 
occurred on that date: the birth (A17) of the ancient female (B17) whose name glyph 
follows (at C1)." 

Mathews hypothesized that the inscriptions over the piers of the Temple of the In- 
scriptions and House À were also above the piers of House D for the entire length of 
the building. Very few glyphs survive and although there is evidence of three glyph blocks 
over each of the piers, only nine remain: one, the katun glyph, over Pier B; three over 
Pier C (Glyph D, Glyph 5C, and Glyph X); three over Pier D, all of the 819-day count; 
none over Pier E; two over Pier F; and none over Pier G. 

Peter Mathews has been able to complete a possible inscription which would have 
carried through glyph medallions 1 through 34. Many possibilities could have completed 
the text the rest of the way across the building. With Mathews's interpretation we have 
the following inscription, which could have extended across House D just under the 
eaves. The inscription would have started four glyph medallions to the left (north) of 
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those centered over Pier B, with the first four of the following glyphs in front of the 
katun period glyph over Pier B. Mathews reconstructs the inscription as follows: 


= e — 
Q N e 


ma 
+ 


=; 


LS. EG. 


. Baktun Coefficient 


Baktun Period Glyph 


. Katun Coefficient 

. Katun Period Glyph 

. Tun Coefficient | 
. Tun Period Glyph 

. Uinal Coefficient 

. Uinal Period Glyph 

. Kin Coefficient 

. Kin Period Glyph 

. Day Coefficient 

. Day Sign 

. Month Coefficient 

Ly, 
16. 
17. 


Month Sign 
Glyphs G and F 
Coefficient of Glyph D 


Over Pier B 


18. 
19. 
20. 
21. 
22. 
£z. 
24. 
23: 
26. 
Za. 
28. 
29. 
30. 
3T. 
32 
EX T 
34. 


Glylph D 

Glyph 5C 

Glyph X 

Glyph B 

Glyph A 
Distance Number 
Distance Number 
Distance Number 
Day Coefficient 
Day Sign 

Month Coefficient 
Month Sign 
819-Day Count 
819-Day Count 
819-Day Count 
819-Day Count 
819-Day Count 


Over Pier C 


Over Pier D 


*Glyph 35 must be, if the above reconstruction is accepted, the beginning of the 
explanatory clause of the Initial Series date, i.e. the verb, for glyph 34 is the final glyph 


of the 819-day count passage." 


Mathews says that "apart from this highly speculative reconstruction, little can be 
done with the text over the piers of House D." This admittedly speculative reconstruction 
is illustrated solely to point out how Palencanos wrote glyphic inscriptions across the 
front of their buildings, what they looked like, and a possible partial reading (fig. 241). 


GODS ON HOUSES A AND D 


Numerous gods are represented on the sculptures of Houses A and D. On House A six 
gods or their manifestations are represented (fig. 242): 


Gods 

God K 

Twin jester gods 

Sun God 

Jade God 

Quadripartite God 

Serpent wing of 
Prinicpal Bird Deity 


Pier B 
X 
X 
probably 


Pier C 


X 


04 04 ра с X 


Pier D Pier E 
X X 
X X 
X probably 
X X 
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The Sun God is shown on Pier C as the young Sun God and on Pier D as the old Sun 
God. As both Piers B and E have the necessary accompanying elements, the Sun God 
probably appeared there also. A personification of the Quadripartite God is in the 
headdress of Lady Zac-Kuk on Pier C and is the only instance on the House A piers 
where this god is represented. 

The Principal Bird Deity, although not represented by its full figure on these piers, is 
nevertheless represented by its “serpent wing” in headdresses of all four standing figures 
on the House A piers. As brought out earlier by Bardawil (1976:200), the serpent wing, 
“Isolated, . . . acts as a digital expression of the Principal Bird Deity” when referring to 
these House A representations. 

Eleven gods or their manifestations are represented on the piers of House D (fig. 243): 


Gods Pier B Pier G Pier D Pier E Pier F 
Ik god manifestation x X 
Quadripartite God X X 
manifestation 
Long-lashed god X X 
Ancestral Tree God X X X 
personified 
Jeweled serpent tree X X? 
Jaguar God of the Under- X 
world 
Jade God x 
God of Number Six, or x 
personified “water 
group” 
Waterlily God X X 
Serpent wing of Principal X 
Bird Deity 
Twin jester gods X 


So little remains on Pier E that the number of gods represented cannot be determined. 
The pattern of god representations differs entirely from that on House A. Only one pier 
(F) has seven gods represented; the others are fairly well dispersed. 


House A-D is the building connecting Houses A and D along the northern extremity of 
the Palace Complex. It was built after Houses A and D were completed. When House 
A-D was completed, both the East Court and West Court were completely bounded by 
structures and the northern end of the Palace Complex, Houses B, A, A-D, D, and C 
were almost completely closed off. Kubler (1962:133) notes that the closing of these 
courts made it “in effect a closed-corner quadrangle” and that it “is probably the earliest 
extant example of the type in Maya architecture.” The “two courts [are] defined by 
parallel ranges of chambers, carried around approximate right angles, in a bold solution 
which has no precedent in the Petén or at Сорап,” he further states. 

The vault at the north corner reveals the connection between Houses A and D (fig. 
244). The wall seen on the left of the photograph is the median wall. The small portion 
shown in the foreground belongs to the northern building, while the wall connecting the 
vault and the rear wall (median wall of House A) is the wall in the north of the western 
corridor of House A. The break comes at the junction just north of the farthest north 
keyhole vault. 

Somewhat more of the vault remains on the northeast corner where House A-D joins 
House D (fig. 245). Note the difference in the vault spring. On the House D corner there 
is a single wide vault spring, whereas on the House A corner there is a two-step vault 
spring. When House A-D was built, the far northern corners of Houses A and D were 
demolished to enable the builders to connect the arches of the respective buildings. 

The entire roof and all of the piers on the northern building have fallen, all that remains 
is a portion of the median wall and the base of the piers. Unusual in Maya construction, 
but by no means unique, this building running east and west along the entire northern 
end of the upper terrace had no central opening. There were thirteen piers, counting 
those on the northeast and northwest corners, making twelve openings between piers. 
Plans of the House A-D piers were made by Ignacio Marquina in 1944, and by César 
Sáenz in 1951. Both show thirteen piers and twelve openings, which is correct. The 
approach to the long structure was by a wide stairway extending along almost the entire 
length of the building, between the two sets of tiered terraces and starting in the North 
Plaza. 

The central wall was solid except for a period of time when there was a small doorway 
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at the western end and another near the eastern end of the building. They were both 
subsequently blocked with stone and mud mortar, an adobe clay which is pliable when 
wet and very hard when dry. 

Although there was a wide stairway leading to House A-D on the north from the large 
plaza below, the northern end of the Palace Complex was not the entrance to the inner 
sanctum of the palace nor to the East Court. Dignitaries being escorted into the palace 
would have climbed the northern stairs and then would have been escorted eastward 
along the exterior piers or inside the corridor and around the northeast corner to the 
entrance of the East Court and House A between Piers C and D. 

Visitors would have passed under the unique Moorish-type arch leading into the East 
Court. The view into the court would have been magnificent indeed. Directly in front, 
across the courtyard, would have been House C with colorful figures of lords gracing 
the four central piers of the building. Inscriptional texts would have been on the piers 
at each end of the building. Behind the piers, people would have glimpsed the rows of 
colorful masks on the walls of the eastern corridor, portraying numerous gods. 

Even the roofs and roofcombs would have been spectacular at close range, all in red, 
yellow, and blue sculpture. Nine huge masks on the eastern roof of House C with life- 
size figures cavorting on each side of them would have been a spectacle no outsider had 
probably ever seen or dreamed of seeing. Towering colorful roofcombs of Houses B, C, 
and A-D would have further directed attention to the splendor of the East Court. 

The actual descent into the court was either down the massive stairs on the east side 
of the court, which are progressively steeper as one descends, which would have been 
very difficult for a dignity wearing a high headdress to negotiate, or on the northern 
side, where a visitor would have been directly facing House B, probably the official 
building for receiving dignitaries. 


HOUSE A-D PIERS 


All that remains of the stucco sculptured piers on the northern building are portions of 
two piers G and J that the Instituto Nacional de Antropologia e Historia asked me to 
uncover and photograph in 1975. 


PIER G (figs. 246, 247) 


Pier G shows the back of a headdress of an individual who would have been facing 
east. I suspect that the other six piers to the east of this one would have faced west and 
piers to the west of Pier G would have faced east. Pier G, being in the center, could have 
faced either way as there was no front-facing stucco sculpture on piers at this time. There 
would have been two central openings to the building, one between Piers F and G and 
one between Piers G and H. I suspect that the corner or end piers would have had 
inscriptional texts such as all previous structures except House C contained. 
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Pier G has the remains of beautiful headdress plumage, a multitude of brilliantly painted 
blue feathers emerging from another large display of clipped feathers lying on top of an 
elegant serpent wing (fig. 248). The serpent wing portion of the headdress (fig. 249) is 
a soft but brilliant blue (Munsell 2.5B 6/4) all over except for the red-bordered feathers 
and the yellow crosshatched area, which was once blue, as can be seen in the traces of 
blue in the ridges. 

The jaguar tail (figs. 250, 251) at the top of the headdress is completely yellow—both 
the tail, the jaguar marks on it, and the crosshatched area. The holes in the tail were 
made with a large, round, hollow reed. They were punched in, leaving the centers of the 
circles at the same level as the tail. Smaller holes were punched even deeper with a stick 
or bone tool. Only the hat of the god in the headdress remains. Judging by the kin in 
the forehead and the pompadour hairstyle, I surmise that this was the Sun God or the 
Jaguar God of the Underworld sun because of the crosshatched jaguar ear on the god’s 
cap. The entire remains of this god are blue. 

A large jade piece and a bell-shaped emblem with a mirror infix protrude from the 
cap of the god and lie on top of the jaguar tail. The top of the bell-shaped element has 
the typical four long beads tipped with bone ahau beads. 

A modification of the Quadripartite Badge can be seen between the god’s hat and the 
serpent bird. The crossed bands are represented by the zigzag element, of which only a 
portion remains. At the end of this motif, the flattened U and three-part plant element 
is depicted, here with tiny beads all along the top of the flattened U and bone ahau beads 
attached to each side. The shell is to the left of the plant motif. 

The background of the pier is a deep, rich red. The most perishable color of all is 
yellow, brushing off at first contact. Blue is the hardest and most permanently bonded 
to the stucco. Probably because of the softness of the powdery yellow clay, much sculpture 
that was at one time painted yellow is now missing. 


PIER J (figs. 252, 253) 


Pier J depicts the remains of a long-snouted creature with lashed eyes, wearing an 
unusual helmet-type headdress (fig. 254) and holding a long serpent staff or spear. This 
animal creature appears to be the same animal as in Kan-Xul’s name glyph on the Palace 
Tablet. 

The animal with lashed eyes in the headdress has a peculiarly shaped snout with a 
long knife-like section placed vertically at its end. The snout of this animal is just like 
that depicted for Kan-Xul I as the southwest figure on the sarcophagus in the Temple 
of the Inscriptions tomb. This portrait on House A-D would be Kan-Xul II, who would 
have been king at the time this building was constructed. The animal has the muzzle of 
a peccary. The mouth glyph Xul is represented by a rodentlike head much resembling 
the one Schele (1976a) identified as a rabbit. Ausencio Cruz Guzman says that, in Chol, 
xul is “any special animal.” 
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The knife is pointed at both ends and rises to a sharp ridge all along the center line. 
The brow, or supraorbital plate, curving over the eyelashes, has three sets of double lines 
with holes punched at the ends carved across the curved area. The helmet is outlined by 
a long vertical band, which curves back toward the ear and ends in a scroll near the 
front of the helmet. Another similar band runs vertically along the front of the cap, 
ending in an outward curve. All along the inner edge of this curving band are scrolls 
with six or seven holes in them. The long-lashed god, his helmet, scrolls, cheek, nose, 
lashes, and supraorbital plate, as well as the ridged knife and the top of the creature's 
snout are all painted blue. The tongue, teeth, bone elements in the nose, and his eye are 
all red (fig. 255). 

The two beautiful hieroglyphs (fig. 256) are especially significant as they are the only 
stucco sculpture form of this ruler's name—Kan-Xul, the ruler who built the edifice from 
which this pier fell. The left glyph is the most unusual—two heads facing in opposite 
directions with a T-shaped or axe-shaped bar separating them at the center of the glyph 
block. I think that the center element represents the haft of a knife, with the sharp edge 
turned down over the brow of the head on the right. Three ovals are cut into a mirror 
cartouche at the top of the haft. 

Both heads wear rounded earplugs with concentric circles at the center. The left head 
has a large circular line incised in the forehead and tiny lines indicating strands of hair 
just above the earplug. These lines probably are xib (man). The nose is normal but 
flattened to the face. The lips are slightly parted, showing the teeth. 

The right head has a raised curl of hair sweeping forward at the ear and continuing 
around the forehead extending well beyond the eye. The nose is more aquiline and not 
so flattened, and the head and lips are much larger and more puffed. The glyphs are 
painted entirely blue. 

The right glyph is the hieroglyphic name of the ruler Kan-Xul, who was king at the 
time. He was the second son of Pacal II and brother of Chan-Bahlum II, whose reign he 
followed. He was born in A.D. 644, acceded to the throne of Palenque in A.D. 702, and 
was captured by Tonina in A.D. 711. The glyph block contains both the prefix kan and 
the main sign kan-xul. Xul is the animal with the peccary nose. The kan glyph is a prefix. 
A cloth is bound around the head and tied on top with an enormous bow. 

The base stucco on these piers is 2.3cm thick, thicker than earlier works. The feathers 
range from 2.5-4cm thick on Pier G, while the thickest part of the serpent wing element 
is 2.5cm. The stucco is very fine-grained white, much finer than earlier stucco, even those 
portions going all the way back to the bearing wall. 

The beautifully fashioned glyphs on Pier J are sculptured in deep relief and appear to 
have been made separately and then placed on the pier. This procedure can be detected 
by noting that blue paint appears on the sides and top of the glyphs but not on the back 
or curving in at the edges. 

The paint on these piers is more than a heavy slip. It fills every crack and crevice and 
is completely opaque, nothing like that found on the piers of either House A or D. When 
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the piers had just been turned over and exposed to the air, the stucco was in a state of 
plasticity, which made painting techniques obvious. Everything was first painted red; 
the evidence shows on the edges where the blue and red elements meet. The only Indication 
that blue was ever painted over red is where paint would have stopped at connecting 
edges, and when blue paint was applied, it would sometimes slop over on to the first 
red coat. Both the first red coat and the first blue coat of paint are opaque, and although 
somewhat thin, definitely not of the consistency of general Palenque wash coats. There 
is no evidence that any part of the pier was ever left unpainted. 

The jaguar tail of Pier G is a powdery yellow ochre, the exact Munsell color (10 YR 
6/10) as the clay found at Xupa, as has been noted for all other color notations of yellow 
at Palenque. The powdery consistency of the yellow probably accounts for its rarity on 
standing stucco sculpture. When the pier was first turned over, the stucco was quite wet 
and soft. When touched, the yellow rubbed right off on anything coming in contact with 
it but when dry it became much harder. 

Red is a fragile powdery earth color also when saturated with water, but not nearly 
so much as yellow. The red is the exact Munsell red (1OR 4/8) as found also at Хира. 
It is an iron oxide hematite. 

Blue on these two piers is not at all powdery, even after having been saturated with 
water for a very long period of time. It did not rub off when the pier was first turned 
over, as did the yellow and to some extent the red. Blue is a very opaque color on almost 
all of the stucco sculpture at Palenque. Blue paint used for murals and wall paintings, 
however, is much more transparent. Blue on these two piers falls into the Munsell reading 
of 2.5B 5/4 and 6/4. 


THE PALACE TABLET 
(fies. 257, 258, 259) 


The Palace Tablet, found by Alberto Ruz Lhuillier in 1949 (1952a) is the most beautiful 
of all Palenque stone tablets. It was located in the northern corridor of House A-D, 
mounted on the center of the north facing wall facing outward. A small throne was 
apparently attached to the front of the tablet, as can be seen by the space allotted for it 
on the tablet at the bottom center of the inscriptions. Other inscriptional texts have also 
been found in this building, which includes Kan-Xul’s name, as Schele notes (1982:59). 
The individual glyphs are not only beautiful pieces themselves but are in some instances 
whimsical and amusing. 

The row of Full-Figure Glyphs at the left of the tablet are rare and considered by many 
the most beautiful known of this type. The tablet contains one of the longest texts at 
Palenque. The Temple of the Inscriptions tablets and the Cross Group tablets are the 
longest. The earliest accession text is on the Oval Palace Tablet, followed by the Temple 
of the Inscriptions tablets and then the three Cross Group tablets. The latest dates on 
the Palace Tablet are 9.14.8.14.15 9 Men 3 Yax (A.D. 720), the date of Xoc's accession 
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and 9.14.8.15.18 6 Etz’nab 6 Zac, the “house event” of the Palace Tablet and possibly 
the dedication of House A-D. 

The Palace Tablet records events leading to the accession of Kan-Xul II, king of 
Palenque from А.р. 702 to А.р. 711, only nine years of rule. The accession phrase is 
repeated three times in fifty-two glyph blocks, making it the longest phrase in the text. 
“The Calendar Round date is given as ‘lord of the night’ and the lunation is recorded 
and the event appears to be stated three times” (Schele 1982:71). The text also names 
Kan-Xul as the “child of Pacal" at C10-D13 and “child of Lady Ahpo-Hel" at C14- 
D17. Chan-Bahlum is also named as child of the same parents in the tablets of the Group 
of the Cross. The text ends by naming Xoc, an interim ruler and third brother. However, 
Kan-Xul was captured by Tonina lords in A.D. 711 and is recorded on a sculptured stone 
panel (Mon. 122) at Tonina (fig. 260). What happened after his capture is unresolved, 
but Xoc’s accession was not until A.D. 720, and he reigned only two years. 

The central figure at the top of the tablet is Kan-Xul II who acceded to the throne 
103 days after the death of his brother, Chan-Bahlum. Kan-Xul Is many titles are 
recorded on this tablet, and his postaccession name recalls the earlier ruler Kan-Xul I, 
who was born on 9.2.15.3.8 12 Lamat 6 Uo (A.D. 490), acceded to the throne on 
9.4.14.10.4 5 Kan 12 Kayab (A.D. 529), and who died on 9.6.11.0.16 7 Cib 4 Kayab 
(A.D. 565). This early ruler was the great-great-great-great-grandfather of Kan-Xul II 
(Schele 1982:76). 

The left figure holding the drum-major headdress like the one on the accession plaque 
of Pacal (the Oval Palace Tablet) is the father of Kan-Xul. The figure on the right holding 
a flayed-skin offering in a draped bowl is Kan-Xul’s mother, Lady Ahpo-Hel, wife of 
Pacal and mother of Chan-Bahlum. 

The heir apparent Xoc, who finally ruled for just two years, is also recorded in the 
text flanking the central figure. His name is also recorded in the last two clauses in the 
text. It does not carry the Mab K’ina title as he was not in the descent line. Xoc’s 
accession occurred on 9 Men 3 Yax (Schele 1980:75). 


FULL-FIGURE GLYPHS (figs. 261, 262) 


The Full-Figure Glyphs, seven large glyphs on the left side of the tablet, contain the 
Initial Series. The top single glyph, the Initial Series Glyph (1.5.С.), heads all texts which 
record in tuns (vague years of 360 days) and their multiples of twenty, the time elapsed 
since the starting date of the Maya calendar (3114 B.c. or 3113 B.C. in astronomers’ 
usage). 

As explained in detail in Volume I, the Maya recorded time in three systems: (1) In 
the bar-and-dot system, the dot stood for one, the bar for five, and the shell for zero. 
(2) The “head variant" was expressed by a god head for each number from one to twelve; 
from thirteen through nineteen a fleshless lower jaw, meaning that ten was added to the 
number. And (3), the Full-Figure Glyph system, where the full figures are the same 
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personages as the head variants. There was a god who represented each period of time, 
a god for the baktun, katun, tun, uinal, and kin. There was also a god for every number. 
The god of the number became the multiplier of the god of the period of time. 

The first glyph block (fig. 263) is the LS.I.G., the introduction to the text to follow. 
This introductory glyph normally consists of a head or name glyph, which would be the 
patron of the month reached in the text, all of which is seated on top of the tun (year) 
sign. The seated figure in glyph block 1 is the God of Number Three (the Ik sign is the 
three) and is shown on both the god’s arms and legs. This god is the patron of the month 
Mac and he is seated cross-legged on the tun glyph. 

The second glyph block (fig. 264) depicts the always youthful God of Number Nine 
on the left, identified by his sign (jaguar spots) on his ear, arm, and leg. He usually carries 
the yax symbol on his forehead, but in this case it is behind his head. The grotesque 
bird on the right is the baktun bird, indicating a period of 400 tuns. His sign is the 
human hand with a concentric circle on it, here used for the lower jaw of the bird. The 
God of Number Nine is multiplied by the baktun bird (400 tuns), which arrives at 3,600 
tuns reached on this one glyph block. 

The third glyph block (fig. 265) depicts the God of Number Ten on the left. His 
attribute is the skull headdress without a lower jaw (just over the figure’s ear). He is 
also the death god. At times he wears the percentage sign on his face. The right creature 
is the katun bird (twenty-tun period), whose signs are the crosshatched ear, whiskers, 
and the katun sign. The time recorded is 10 x 20=200 tuns. 

The fourth block (fig. 266) depicts the God of Number Eleven on the left, whose sign 
is the caban (question mark) seen twice on his arm and once on his leg. He is the god 
of earth. The bird on the right is the tun bird, whose sign is a fleshless jawbone. This 
block records eleven tuns. 

The fifth glyph block (fig. 267) records seventeen months and depicts the God of 
Number Seventeen on the left, whose sign, like that of the God of Number Ten, is the 
skull headdress. There is also a jaguar ear in the headdress of this god. The rotund 
creature on the right is the ита! toad (the month), whose sign is three dots in the ear. 
Seventeen uinals are recorded. 

The sixth glyph block (fig. 268) records the God of Zero on the left with the completion 
sign, or floral elements, on his arm. The right figure is the Monkey-Man God, the patron 
of scribes and artists (Coe 1977:337). No days are recorded. 

The bottom glyph block (fig. 269) sets the day. The god on the left is the God of 
Number Eleven, the same as the god on glyph block four with his identifying query 
marks on the arm and thigh. The spider monkey in the oval cartouche on the right is 
another way of writing Abau, meaning “lord.” There are nine baktuns (400 tun periods), 
ten katun periods, eleven tuns, seventeen uinals, and no kins recorded, leading to the 
day 11 Abau on this last glyph block. This is recorded as 9.10.11.17.0 11 Abau 8 Mac 
(A.D. 643). 

The inscriptions (fig. 259) then proceed to explain the position of the moon at the 
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time of Kan-Xul’s birth, the date of the 819-day count in which the augury of Kan-Xul 
is told, the child names of Kan-Xul and the telling of his relations to Pacal, his father, 
and to Lady Ahpo-Hel, his mother. Next, there is an heir-apparency ceremony or something 
similar to the hetzmek ceremony of Yucatan. His childhood names are listed and his 
relationship to the three Palenque Triad gods (ancestral deities) GI, СП, and СШ. A 
ceremony where incense was sprinkled and one on which Kan-Xul held the God K scepter 
are recorded, as well as more relationship phrases telling of his relationship to the Triad 
gods. 

The time is set in relationship to Pacal’s death and to the death of Chan-Bahlum II. 
Records of Kan-Xul’s accession, giving dates and names of offices held, are told, and 
again the time elapsed since the accession of Pacal. The last columns record the age of 
the moon and name Lord Xoc officially as next in succession to the throne of Palenque. 


THE CENTRAL FIGURE (figs. 270, 271) 


The figures most important to the text are shown at the top of the tablet. The center 
personage (figs. 272, 273) is the protagonist of the tablet, Kan-Xul II. He is seated cross- 
legged on a throne of stacked mats. Peter Mathews (personal communication) suggested 
that the oval raised section directly behind the figure was intended to represent the shape 
of the Oval Palace Tablet, the accession plaque of Pacal, basing his assumption on the 
fact that not only does the shape suggest the oval tablet, but glyphs on the vault spring 
directly over the Oval Palace Tablet include the accession data of Chaacal. The throne 
(known as the Del Rio Throne) names Pacal, Chan-Bahlum, and Kan-Xul (Schele and 
Mathews 1979:140). 

In this portrait Kan-Xul is dressed simply, wearing ony a loincloth tipped with a fringe 
and tiny beads, a short skirt with a feather fringe which is barely visible, jade anklets, 
jade wristlets of double length, a massive pectoral, and long jade earplugs. 

The hair of Kan-Xul is cut in a three-step cut at the sides, drawn up over the forehead 
in front and up in the back as well, and then flies to the rear in what appears to be a 
starched cluster. A long pigtail is bound together at equally spaced intervals with cords 
and small beads at the back. The male cut, with the shaved part at the back of the head 
and the short clipped hair below it can be seen clearly. 

The headdress consists of a short round cap made of three overlapping folds of stiff 
material tied at the back by two ribbons and fastened at the front to a cylindrical tube 
from which jawless serpents emerge both at the top and at the bottom, the upper one 
being inverted. The bar at the side is also a cylindrical tube and has serpents emerging 
from it identical to those of the front cylinder. As the same type of cylinder-serpent 
combination would presumably have been on the right side of the headdress also, this 
would have been a unique headdress with six jawless serpents emerging from round 


tubes. 
The earplug consists of a bell-shaped ornament dangling at the front of the cheek. A 
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cord goes through the dangle in front, down through the hollow long bead, and is secured 
at the bottom by the bone ahau bead. The part of the cord hanging to the rear is pulled 
through a short hollow bead and secured by the same type of ahau bead. 

A double strand of beads is worn around the neck, one high and the other supporting 
the pectoral extending full width across the chest. The pectoral is an open-mouth snarling 
jaguar framed with squarish beads and three sets of long beads tipped with bone ahau 


beads. 


LEFT FIGURE (figs. 274, 275) 


The figure on the left, seated on Kan-Xul’s right is Pacal, his father, who holds the 
drum-major headdress toward his son. The wide-open-mouth jester god on the front of 
the headdress faces the donor. It is topped with swaying plumage and short-clipped 
feathers. This is the same kind of headdress Lady Zac-Kuk hands to Pacal on his accession 
plaque, except that this one is a more elongated version, five- and six-bead-tiers high 
instead of four as on the Oval Palace Tablet. 

The figure is simply clad in only a high folded loincloth with no fringe, a very short 
skirt made of cloth, also fringed in the same way as the skirt worn by Kan-Xul. It is tied 
at the back with the same fringed cloth. His wristlets are single-tiered, of long cylindrical 
beads and bone ahaus. Because of the position taken by the figure it is not possible to 
see if he wears anklets as Kan-Xul does. 

His pectoral is an Ahau, “lord,” framed in a cartouche of round beads and bone ahau 
beads suspended from the figure’s neck by a thong rather than the more usual string of 
beads. The necklace hangs to the waist in the rear and ends in a tassel. 

The hair arrangement of this figure is the same as that worn by Pacal on the Oval 
Palace Tablet—forelock passing through a bell-shaped ornament in front, a pompadour 
forehead arrangement that draws the stiffened hair to the rear, and the usual male 
hairstyle at the back of the neck. In this instance the rear portion of the hair below the 
shaved area is extraordinarily long. 

The headdress consists of a curved waterlily pad fastened with a bow at the front. 
Another bell-shaped ornament, with a floral piece protruding, is at the end of the knot. 
A little fish nibbles at the center of the flower. A modified version of the Quadripartite 
Badge forms the rear portion of the headdress. A jade piece with flattened U and three- 
part plant element and bone ahau beads protrudes from the rear of the headdress, while 
a section of a shell rises above it. The large lily pad worn at the front is tied to the head 
with ribbons encircling strands of hair. The whole arrangement is tied at the rear above 
the knot. Schele feels that the “waterlily-pad/fish-nibbling” motif replaces the stingray 
spine in the Quadripartite Badge and that it signals that the person is dead. 

The earplugs worn by Pacal are identical to those worn by the center and right figures, 
except that in this case the rim of the bell is plain, while the rims of the other two 
examples are in sections. 
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The right figure is Lady Ahpo-Hel, mother of both Kan-Xul П and Chan-Bahlum II 
and probably Xoc. Her attire is much more elaborate than that worn by either of the 
male figures on this tablet. She wears a collar with a diamond-shaped pattern of long 
and round beads, bordered at the neck with round beads and at the bottom by round 
beads and feathers. The collar would have fallen about to the middle of the breasts. She 
also wears a beaded skirt of the same pattern as the collar, but one cannot tell if it is a 
long or knee-length skirt. I would suspect that it was intended to be fairly long as the 
knees are completely covered, as they are on the figure of the Palace Oval Tablet. The 
figure also wears a cummerbund-like garment over a belt of long beads tipped with 
feathers. Her wristlets are identical to those of the figure on the left, except hers are 
shorter. Again, it is not possible to tell if she wears anklets because of the way she is 
seated. 

She does not wear a headdress but has an elaborate hairstyle where the hair at the 
front is pulled tightly back from the forehead and then pulled over a bun on top and 
long tresses tied with ribbons and bow fall to the waist. A large bow with a waterlily 
in it stands on her head. An elaborate waterlily pad with foliage dangles to the rear of 
the hair, seemingly attached to the rear bow. Long strands of hair fall over the cheek 
just to the front of the ear and other front strands of hair curl over these long strands 
and are pulled neatly up to the top of the head. The male cut is shown at the rear as 
she is playing a role normally reserved for men, but a precedent was set by the mother 
of Pacal, Lady Zac-Kuk, when she presented the crown to her son as shown on the Oval 
Palace Tablet. Lady Ahpo-Hel now presents the offering to her son, who is ruler of 
Palenque. 

As a crowning top to this hair arrangement of Lady Ahpo-Hel is her name glyph as 
it appears in the text at C16, the name phrase of Kan-Xul’s mother, as noted by Schele 
(1982:63). 

The offering she presents to the center figure is a shield with a flayed face served on 
an everted-rim bowl draped with a cloth. The flayed face is exactly the same as the one 
on Pacal’s name glyph. The flint-shield god sits on top of the shield with the flayed face. 


THRONES OF THE THREE SEATED FIGURES 


All three figures at the top of this tablet are seated on thrones of stacked mats tied 
together with what appear to be mat fibers. The central figure is seated on a mat whose 
ends terminate in xoc fish with wide-open mouths and serrated teeth. As xoc is usually 
a female prerogative, Schele (1979a:61) believes that the xoc on this throne “does not 
name the protagonist as xoc, but [is] rather a reference to GI, the third member of the 
Palenque Triad.” 

The left figure is seated on an identical kind of bundle of tied mats, but with a waterlily 
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jaguar at the right end. The jaguarian characteristics refer to it as СШ of the Palenque 
Triad. 

The right figure is also seated on the same type of throne but with a serpent head 
emerging from the left end of the stacked mats. The serpent characteristics represent GII 
of the Palenque Triad. 

The Palenque Triad gods were first noted by Berlin (1963) as being recorded for GI 
in the Temple of the Cross, for GII in the Temple of the Foliated Cross, and for GIII in 
the Temple of the Sun. David Kelley (1965) found that the inscriptions in the Cross 
Group temples refer to the “birth” of the gods noted earlier by Berlin. 

The glyphs surrounding the central figure of this tablet record the birth of Xoc and 
his heir-apparency ceremony on 8 Ahau 11 Xul. The tablet is beautifully carved. The 
method of rounding off the edges of flat surfaces and making beads and other paraphernalia 
appear to be on a higher level by scooping out the surrounding stone created a much 
greater sense of three-dimensionality than actually exists. This has been dealt with in 
great depth by Donald Robertson (1974:103-108) and will be discussed by him further 
in Volume V of this series. Most lines, rather than being mere incisious, as they are on 
the Tablet of the Slaves to define paraphernalia and different parts of the body and 
clothing, are beveled to a sharp edge at the connecting point of two distant parts, and 
the adjoining areas are beveled away from the line. 

While speaking about hieroglyphs on this tablet, I would like to point out a few 
interesting individual glyphs. C13 (fig. 278) is a Palenque Emblem Glyph with “Lady 
Beastie" as the main sign. C12 (fig. 279) is Pacal’s name glyph which reads Mah K'ina, 
a title of honor and respect for lineage heads and rulers. The main sign is an iconic sign 
for “Shield,” possibly read as Pacal, a Maya word for "shield," or as Chimal, another 
widely used word for “shield,” which was borrowed from Nahuatl. The right glyph (top) 
is a phonetic sign for the syllable ca and the bottom sign is a phonetic sign for the syllable 
la or for a final / following a. The three together read Pa-ca-l, a spelling of the Maya 
word for “shield.” His name is probably a double name, with a personal name “Shield” 
(either Pacal or Chimal) and a lineage name “Shield” (certainly pronounced Pacal) (after 
Lounsbury 1974:11). 

Glyph K11 (fig. 280) is another Palenque Emblem Glyph, here reading Ahaual of 
Palenque. The kan cross of the water group prefix is on the left and the main sign is the 
skull variant of the deer with buckteeth, bone lower jaw, and “dead” (decayed) ear. 

Glyph L14 (fig. 281) is one of Kan-Xul's names, Bird-Jaguar winal title; Glyphs F10 
(fig. 282), F11 (fig. 283), and E10 (fig. 284) are the Palenque Triad gods GI, GII, and 
GIII, the ancestral deities of Palenque. 
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East Court 


The East Court was the main ceremonial plaza of the Palace Complex, the court where 
dignitaries from other cities would probably have been received, and where public, but 
elite, functions would have taken place. The court is bounded by four major buildings, 
each having a wide stairway leading into the patio, House A on the east, House A-D on 
the north, House C on the west, and House B on the south. These stairways (fig. 285) 
probably served a double function, one as a means of descending into the court or 
ascending from it to the respective buildings that fronted it, and the other as places for 
people to sit when watching ceremonies taking place, or even games being played in the 
courtyard. 

The stairs on the east are unique in that they become increasingly steeper as one 
descends. Starting at the top, the height of each riser is 29cm, 35.5cm, 43.4cm, 44.5cm, 
49cm, and finally 60cm at the bottom step, over twice as high as the first step. If these 
stairs were used as the entrance to the East Court, dignitaries trying to keep a towering 
headdress balanced while descending the stairs, much steeper than normal, would have 
had a difficult time. However, they may have been used as seats of a reviewing stand 
and would have been very comfortable with their steep risers and broad treads. Perhaps 
they were used for more than one function. 


EAST FIGURES 
(figs. 286, 287, 288, 289, 290) 


Flanking each side of the wide stairs of the East Court leading to House A are nine huge 
grotesque figures set along the basement wall. They are carved in a limestone of various 
shade, a type not found extensively at the site. For more convenient description, I refer 
to them by numbers, one to nine in ascending order from left to right. The style and 
artistic representation is nowhere like that of any known provenance. As brought out 
by Donald Robertson’s (1974:106) article on the sculpture of the East Court, the figures 
were all carved for some other type of architectural or free-standing use. The top borders 
do not match; for example, note the upper bands between Figures 2 and 3 and between 
Figures 3 and 4 as being much wider than anywhere else on these figures. Also note the 
sunken border between Figures 6 and 7 and the misplaced border between Figures 8 


and 9. 
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Robertson suggested that note be taken of the similarities between these Palenque 
figures and the Danzantes of Monte Alban. In comparing the Monte Alban Danzantes 
to the figures in the East Court, I am not in any way suggesting a connection between 
the two sites, but am pointing out very similar techniques used by two different peoples. 
Coe (1962:95) dates the Danzantes with the first occupation of the region (Monte Alban 
I) between 400 and 200 в.с. These ancient figures, mostly incised into large irregular 
slabs of stone, have open, downturned mouths, sprawling legs, and closed eyes. They 
are mainly nude. Coe (1962:95) believes the Monte Alban figures represented “‘corpses, 
undoubtedly chiefs or kings slain by the earliest rulers of Monte Alban.” Blanton (1978:108) 
notes that by Late Monte Alban I “over 300 monuments were erected, testifying to the 
military prowess of the league.” Many of the characteristics of the Monte Alban figures 
pointed out by Alfonso Caso (1965:85) apply to the figures in the East Court such as: 


. The stones were never perfectly squared. 

Heads were always in profile. 

Bodies were either profile or front view. 

. Mouths were open. 

. The stone was cut out and then the figures were arranged to fill the space. 
. Noses were broad and aquiline. 

. Eyes were an ellipse. 

. The neck was short. 


Numerous other explanations for the meaning of the Danzantes have been given and 
noted as dancers by Leopoldo Batres (1902), as swimmers by Agustin Villagra (1939), 
as conquered towns by Alfonso Caso (1946), as ecstatic emasculation by Eusebio Davalos 
Hurtado (1951), and as figures in shamanistic trance by Peter Furst (1965). The hy- 
pothesis of slain corpses was first advanced by Michael Coe (1962), followed by John 
Scott (1978:30), who also noted that the figures of the East Court, Palenque, “all recall 
the Danzantes of Mound L” by “the location of the slabs at the base of the platform wall, 
their composition in rows, and their thick, grotesque features, including one with oversize 
genitals.” 

Besides these characteristics, other features of the East Court figures remind one strongly 
of the Danzantes. Figure 9, a bound prisoner, is nude with an immense mutilated penis. 
Coe (1962:95) notes that Danzantes “genitals are clearly delineated, usually the stigma 
laid on captives in Mesoamerica where nudity was considered scandalous.” The hand 
with unnaturally sprawled fingers on Figure 6 suggests the lifeless hanging hands of the 
Danzantes. A characteristic trait of the Monte Albán figures, the squared mouth can be 
seen on Figures 6 and 9 (figs. 292, 315). 

The figures of the East Court are not all resting on the same base line. Figure 3 is 
sitting on his legs on the same line that Figure 8 is standing on. Figure 6 is kneeling on 
a base line somewhat above this. Figure 7 is standing on a line considerably below that 
of the other figures, although the lower portion of the figure’s legs are not included. 
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Figure 9 is standing on a line even lower than Figure 7. Figures 4 and 5, the alfardas, 
are standing on a base line below that of any of the other figures and are the only two 
figures of the entire set that were probably once placed next to each other or balancing 
each other at the side of stairs, as they are here. They are carved in the same style, in 
identical positions reversed, and both wear loincloths with inscriptions on them. 

All the figures have the top of their hair or headdresses cut off at an angle so that the 
tops will conform to the level of the top step of the stairs to House A. Thus they made 
a continuous level space all the way across the stairs and figure area of the eastern side 
of the court (figs. 291, 292). The way that they were cut led Martha Robertson to believe 
that originally all of the figures were standing erect and not at a sloping angle as they 
do here at Palenque. 

Donald Robertson (1974:106) describes the method of carving these figures as “pris- 
matic,” a “conceptual way of carving where the profile of one form overlapping the 
other is carved as though it were the edge of a flat form. Unmodeled and rather thin, 
the prismatic form is projected consistently against the form it overlaps in contrast with 
the shaved contours of the Tablet sculptures. The overlapping form of the prismatic style 
is not rounded at its edges, nor does the plane of the overlapped form advance to a 
common plane beyond the point of overlap.” He also points out that this prismatic type 
modeling seems “to be limited to hands, fingers and jewelry such as wristlets on certain 
figures, but not all.” 

If the bodies of all of these figures were extended to their full standing height, a 
remarkable change would take place in their relationship to each other (fig. 293). The 
abnormally thick legs and thighs as well as oversize feet, are noted on all but Figure 1. 
Their heights and body proportions are the most astounding. Figures 1, 2, and 8 are 
probably dwarfs, certainly Figures 2 and 8 are. Figure 1 may represent a boy or pygmy 
or small person with normal proportions but much smaller. Figures 6 and 7 are almost 
the same height but Figure 6 has abnormally huge thighs as does Figure 3. Figures 3, 4, 
5, and 9 are the same height and proportions. 

If, however, these figures were originally used separately and not together, then figures 
2 and 8 would not necessarily be depicting dwarfs. Because of the way these nine figures, 
all different sizes, have been assembled, with their heads along a common top border 
and their legs either cut off or carved in a kneeling position, giving them a common 
ground-line base, they appear, at first glance, more of a unit than they are. All of the 
nine figures face south except Figures 1 and 5, which face north. 

Figure 1 (fig. 294) has the most crudely carved head of all. The cut for the mouth and 
the sloping line extending from the mouth to the neck gives one the impression of a 
chinless person. The eyes are barely discernible, but the figure seems to wear a band 
around the forehead with the hair pulled to the top and then flopped to the rear in long 
unbraided tresses, but no pigtail, although the figure does have the male shaved area at 
the nape. The figure wears earplugs with very large balls dangling at the rear and a bone 
ahau at the front, a necklace of large beads, and a loincloth which folds over the front 
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and falls to the knees. The head is in profile with shoulders in front view and the body 
in three-quarter view. Before being assembled in this group, the body of the figure 
continued, I suspect, further around to the viewer’s right; but reconstruction mortar 
placed between it and the next figure hides this (fig. 295). 

Figure 2, the dwarf, has a protruding chest (fig. 296) and very large legs and thighs. 
The figure stands erect, looking straight ahead. The mouth is parted and teeth are 
showing. The eye is a typical oval drawn to a point at the edge. The hair is cut with one 
sideburn drawn up to the forehead from the sides and flopped to the rear. The shaved 
area can be seen at the rear with short strands of hair falling beneath it. The pigtail falls 
from a queue above the shaved part to waist length and is drawn through four beads, 
with the strands allowed to fall below. The headpiece is caught by a cloth headband 
fastened with square pieces of jade or shell. It is held at the rear by a knot and then the 
remaining ribbon is left to fall below shoulder length. 

The earplug of this figure is a simple bone ahau fastened with a strand of cord going 
through the earlobe. The most interesting ornament of this figure’s dress is the pectoral 
(fig. 297), worn around the neck and protruding well beyond the chest. The sharp-nosed 
head of this pectoral exhibits teeth showing between widely separated lips. Besides 
wearing ear pendants, the figure wears a headband of beads or feathers extending well 
beyond the forehead, and another similar band of beads and bone ahau beads worn as 
a chin guard extending around the ears. A piece of cloth falls below this framework just 
below the waist in front of the loincloth. 

Figure 3 (fig. 298), the largest of all the figures, takes up more space side-to-side than 
Figures 1 and 2 combined, or any pair of figures on the south side of the stairs excluding 
Figure 5. This person is seated on his legs with feet under the rump, thus displaying the 
sole of the left foot under the right thigh. Although the lower part of the body from 
waist down, as well as the head, torso, and shoulder area, is fully frontal, the legs and 
thighs are in profile. The left shoulder is drawn down while the right is elevated, just as 
it would be if a person were sitting in this position while turning the body. 

The head is tilted upward, eyes closed and lips parted (fig. 299). The hair is worn in 
the same manner as the others’, except that a large shank is tied together and flopped 
over the face. 

The attire of this figure consists of earplugs identical to those worn by Figures 4 and 
Sta bell-shaped element at the front of the ear with a round bead protruding and a 
bone ahau piece attached to a cord going through the earplug and falling to the rear. 
The pectoral is a human face in frontal position surrounded by round beads and attached 
to a larger bead necklace. The same type of long-bead and bone ahau bead wristlets are 
worn by this figure as are worn by Figures 2, 4, and 5. The simple loincloth is much 
like those worn by all of the figures except 4, 5, and 9. This figure wears an interesting 
mantle (cloak) slung over the shoulder. It gathers at the shoulder displaying a zigzag 
notched edge as it falls to the knee. 

Figure 4 (fig. 300), one of a pair flanking the stairs, is in full front stance with the left 
arm folded across the waist. Both fists are clenched. The hands, wristlets, and beads are 


FAST COURT 65 


the best examples of Robertson’s “prismatic” fashion, “unmodeled and rather thin" (fig. 
301). The head is tilted back as if gazing up at someone above. The open lips and the 
nose are carved all the way around the right (south) side, making the lips abnormally 
thick. 

The pectoral is a human face with stepped haircut and closed eyes. It is in a round 
cartouche surrounded by flat beads strung from a necklace of much larger beads. The 
loincloth consists of a panel of hieroglyphs similar to those on the loincloth of Figure 
5. This figure wears a cloth draped over the right shoulder, which is similar to the one 
worn by Figure 3. The deeply carved piece of cloth exhibiting the long double scallop 
turns at an abrupt 90? angle (fig. 302). 

The right (south) side of the stairs depicts the rest of the figures in the procession. The 
first sculpture, Figure 5 (fig. 303), faces the stairway and its companion sculpture flanking 
the northern side of the stairway. The figure is in the identical pose of the northern figure 
facing the stairway, its left arm across the chest and the right one at the waist (fig. 304). 
The two alfarda figures wear identical pectorals and both wear glyphic loincloths (figs. 
305a, b). 

Figure 6 (fig. 306) seems definitely out of place in the group of five figures on the 
south. This figure is in the act of rising from a seated position. The right leg is bent at 
the knee and extends straight back while the left leg is brought across the rear and the 
foot laid over the right ankle. The body is in profile from waist down, but the shoulders 
and torso have been swung around in three-quarters view. The head is in profile. The 
right hand hangs to the side with fingers splayed in an unnatural, almost grotesque 
manner (fig. 307). The wristlets are plain. 

Figure 7 faces full front with head turned to its left (fig. 308), bringing the left shoulder 
lower than the right one. Again, this figure's left hand is laid across the chest. The right 
arm hangs perfectly straight in a military fashion against the leg with the fingers straight 
down. The method of fastening the long-bead wristlets is portrayed on the right wrist. 
The loop is tied next to the body. The loincloth is plain with the long front fold just 
below the exposed navel. The only jewelry worn by this figure, other than the wristlets, 
is a simple bead necklace and the same type of bone ahau earplugs as worn by the other 
figures (fig. 309). 

Figure 8, the dwarf (fig. 310) depicted in profile with both arms folded across the 
chest, stands directly behind the sacrificial figure, Figure 9. The dwarf's stance—head 
erect, arms folded—creates a feeling of self-assurance that is the strongest among the 
group. His attire is similar to that of all the other figures except that he wears a heavily 
beaded mantle slung over the left shoulder, whence it falls to the waist. 

The southernmost sculpture, Figure 9 (fig. 311), was probably the first in the procession, 
judging from the fact that all but Figure 1 and the stairs alfarda Figure 5 face south. 
This is the only depiction of sacrifice in the entire group of nine figures. His head is 
turned south but his body is in front view. His arms are bound behind his back, his head 
is raised, and his eyes are staring (fig. 312). There is a deep hole in the center of the 
chest, undoubtedly intentional and not due to the erosion of poor-quality stone. The 
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contour of the breasts also suggests that this hole was intentional. This is the only figure 
whose jewelry has been removed, a common practice in dealing with persons about to 
become slaves or sacrificial victims. All other figures wear wristlets, ear pieces, and 
pectorals and necklaces. 

Male genital auto-sacrifice is shown on this portrait (fig. 313). The penis is enormous 
and pendulous, exhibiting three diagonal sacrificial slashes across it. The testicles are 
shown at each side. There is no loincloth hanging down the front, merely the folds, 
which are shown on the right tucked under the penis. The loincloth lines are incised all 
the way around to the rear of the figure (fig. 314). David Joralemon (1974:60) has shown, 
by many examples of auto-sacrifice depicted on stone sculpture, ceramic vases, wall 
paintings, and codices in Mesoamerican art, that it was a common practice among the 
Maya. He points out that in ancient Maya art “there are enough examples of such scenes 
to prove that most of the blood-letting rites reported in colonial documents were being 
practiced during much earlier times” and that “Pre-Columbian representations of auto- 
sacrifice generally show Maya lords or supernaturals in the act of drawing blood from 
their ears, tongue, or penis." This last is the type sacrifice being depicted for Figure 9 
of the East Court. This last figure, or more accurately the first figure, illustrates most 
vividly the way the sculptors made the front view of faces on a side-projecting stone (fig. 
315). This is probably an early attempt at three-dimensionality in carving. Baudez and 
Mathews (1979:36) suggest that the slabs “were each made by a conquered people, who 
had to pay as tribute to the victor, an image of their humiliated ruler." 


WEST SIDE 


The west side of the East Court has a wide staircase in the center flanked by two sloping 
alfardas with carved representations of human figures. A basement wall features three 
sculptured figures and their glyph blocks on each side of the stairs stretching the entire 
distance across the court (fig. 316). Placed in front of, and below, the six sculptured 
figures on the piers of House C, this would have been a scene of colorful splendor on 
the western side of the court. 

The staircase containing the birth of Pacal the Great (fig. 317) is 626cm wide, with 
the hieroglyphic portion taking up 175cm of the fourth, fifth, and sixth stairs from the 
bottom on the northern side. The glyphs are badly eroded today but were in much better 
condition when Teobart Maler as well as A. P. Maudslay were here (fig. 318). The text 
(fig. 319) of these stairs was first proposed by J. Eric S. Thompson in 1954, and is here 
presented as Peter Mathews’s proposal. 


THE Alfardas 


Flanking each side of the hieroglyphic stairs are two stone alfardas carved with human 
figures on their front surfaces. The south alfarda (fig. 320) is 214cm high, 162cm wide, 
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and 41-47cm thick. It depicts a person facing north toward the stairs with arms bent 
at the elbows and brought across the waist. The figure wears a low-slung loincloth with 
stacked knotted bars on it and three-pronged elements hanging below it. A narrow oblong 
pectoral is hung just under the chin and fastened to a cord around the neck. Round 
serrated earplugs dangle from the ears and a simple headdress worn on the back of the 
head completes the attire. 

The sharply defined nose, pointed chin, and closed mouth make this figure quite 
different in appearance from the figures on the opposite side of the court. The entire 
body and headdress are sculptured on the squared stone, the boundaries being limited 
by its size and shape. Every bit of the surface is utilized in carving the figure. The upper 
right corner of the stone was either cut off intentionally so that the profile of the face 
would be the edge of the stone, or else the stone was originally found broken and the 
face of the figure was conformed to the cut-off corner. The north alfarda (fig. 321) is 
much more eroded than the southern one, but it is still possible to detect the five stacked 
and knotted bars with the three flaring elements at the bottom. 

Both alfardas slant at a 45° angle, the same as the stairs (fig. 322). Both of these 
sculptures are very much like the alfardas at the top of the stairs of the Temple of the 
Inscriptions. Probably all four of these sculptured pieces were brought to Palenque at 
the same time. Two were used for the Temple of the Inscriptions and two for the East 
Court stairs of House C. 


WEST FIGURES (figs. 323a, b—328, b) 


There are six sculptured figures on the west side of the basement wall of the East 
Court. All but Figure 5 are cut on two sections of stone measuring from 135cm to 140cm 
in height by approximately 56cm in width and from 42cm to 49cm thick. All sculptured 
figures are contained within this rectangular limit and utilize the entire piece of stone 
for the carved figure. The divisions of the stone are not the same, being one-third of the 
way up on Figures 1, 3, 4, and 6, while on Figure 2 the division is almost at the very 
bottom of the loincloth. Figure 5 is the only one made of one solid slab of stone. 

Only Figures 2 and 3 have the faces carved in such a manner that the edges of their 
faces are the stone block rather than its straight stone edge as in other cases. This is the 
same manner in which the stone alfardas were carved. 

Looking at these figures from the front, one would think that they are carved in rather 
shallow relief with no attempt at creating a three-dimensional feeling. On the contrary, 
from the side, it can readily be seen that the carving is carried all the way around to the 
rear of the stone, which is also the rear of the figure. This can be noted especially on 
Figure 1 (figs. 329, 330). The shoulder is sculptured higher than the chin on one side 
and level with the bottom of the ear on the other. The armpit curves to the back. The 
loincloth has been brought around to the side and tied with an immense bow, which 
cannot be seen from the front. Figure 2 (fig. 331) displays this characteristic in carving 
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technique even more than Figure 1. The mouth and nose are completely three-dimensional 
and the shoulder area is well defined like the entire left arm. The loincloth and belt are 
deeply incised in sections around the entire side and curves back behind the stone in 
order to indicate that the belt does go all around the figure. Again there is a large, deeply 
incised bow. The hair falls in long tresses over the shoulder and curves to the back. On 
the side of Figure 5, the left arm is shown on the north side. It hangs straight down with 
the wrist beads and the back of the hand showing on the north side. 

The relief depths of these sculptured figures range from .5cm to 3cm on Figure 1, up 
to 4.5cm on Figure 2, and 3cm on Figures 4, 5, and 6. The glyphs concerning each 
sculptured figure are on the blocks next to each stone sculptured figure. 


FIGURE 1 (figs. 323a, b) 


This figure, with arms crossed at the chest, wears a wide pectoral high on the chest. 
It is suspended from the neck by a wide band, probably representing leather rather than 
the usual beads. The wristlets are made of wide long-beads tipped with bone ahau beads 
at the wrists, the same as worn by Figures 4, 5, and 6. The earplugs are flexible (cloth, 
leather, or plant substance) and are the same as worn by all of the other figures. The 
loincloth falls from the belt slung just below the exposed navel, as it does on all of the 
other figures. It is identical to all the others’ loincloths as well—a round bead with a 
smaller one at each side, a three-sectioned bell-shaped element with a mirror infix containing 
three long beads tipped with bone ahaus hanging from it. The headdress depicts some 
strange animal and has the same ma as the superfix of the Al glyph block belonging to 
this figure. The A2 block designates the person as ah (he of), a title. 


FIGURE 2 (figs. 324a, b) 


This figure holds his left hand in the “submission” gesture and the right hand hangs 
down in front with clenched fist. A skull seems to be at the center of the pectoral. The 
headdress is an animal with two buckteeth. The glyph block next to this figure does not 
seem to have any relationship to the figure. The Al block has the T122 flame or smoke 
glyph as a prefix in front of the Sun God main sign. The ВІ glyph is a “shell-fist-title.” 
The A2 glyph is a bird with the T116 subfix and the ah (he of), whatever the bird title 
may be. The B2 glyph is Ahau, again a title. 


FIGURE 3 (figs. 325a, b) 


A creature with serrated teeth is worn as a headdress by this figure. The glyph block 
next to it contains the head variant of 8 at Al and a frog at B1. A2 is a title ah (he of) 
the “split earth" (the main sign). B2 is 5 and the “earth” (ca-ba, cab). 


FIGURE 4 (figs. 326a, b) 


Figure 4 wears the early version of the front head of the celestial monster (fig. 332), 
as identified by Schele (1981). The front portion of the headdress extending over the 
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forehead is serrated, and the cap is composed of standing feathers laid close together. 
The pectoral carries a skull. The glyph block contains the figure's name. The A1 superfix 
is the same as Curl Snout's name at Tikal, the front head of the celestial monster. B1 is 
the winal frog and may be a God N title with the netted association. A2 is a turtle, 
another title, and B2 is the Abau title with the knot at the back of the head. 


FIGURE 5 (figs. 327a, b) 


Figure 5 wears a headdress with the head of the Jaguar God on it. The jaguar wears 
the same leather top knot as worn by Figure 4. The god wears a leaf with a bone abau 
dangle through the ear. The glyph block at B1 is the same as in the headdress. A2 is a 
parrot creature, and B2 is the head variant of T585, the Quincunx or “death.” 


FIGURE 6 (figs. 328a, b) 


The headdress of this figure carries a T12 glyph over the Rin and a motif hanging 
from it that looks like the Early Classic motif on Tikal Stela 31 and God L on the Temple 
of the Cross. The glyph block is very eroded and it is difficult to determine what it could 
have been except for the Ahau at B1 and the T228 prefix and T528 main sign at B2. 
Figure 6 has the arms crossed at the chest like Figure 1. 


ALL OF the other figures have one arm in the position of “submission,” across the chest, 
this being the left arm of all figures south of the stairs and the right arm of all figures 
north of the stairs. The glyph block associated with each figure (figs. 333a, b), as noted, 
contains its name in the headdress, as first mentioned by David Kelley. Not all of the 
glyphs are in good condition, but block 2 is better preserved than the others. A clear 
Sun God name is in block A1 (fig. 334). There is evidence that all of the stone sculptured 
figures on the west side of the East Court were at one time painted red as well as all of 
the figures on the eastern basement wall. 


THE EAVES STONES OF HOUSE C 


Two eaves stones have fallen from the northeastern and southeastern corner of House 
C into the East Courtyard. The very irregular stones from the northeastern eaves (figs. 
335, 336) have glyph blocks carved into the under surface and extremely large cord- 
holders have been bored into them, presumably for anchoring curtains on the outside 
of the building. 
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The North Substructure Tiers 


At the time House A-D was built (during the rule of Kan-Xul), an elaborate stairway, 
with panels of stucco sculpture on both sides, was constructed covering the entire northern 
side of the Palace Substructure from the floor of House A-D to the North Plaza below 
(fig. 337). The broad stairway at the center had six 1.25m-high terraces (figs. 338, 339) 
on each side. Four of these terraces on each side were stucco sculptured with meter-high 
heads of rulers and God K representations emerging from serpent mouths (figs. 340, 
341). At one time the stairway extended all the way across to the stucco sculpture, but 
it was later covered over with a second sloping balustrade of stone blocks sculptured 
over with stucco. Rands informed me that large quantities of pottery associated with the 
final construction indicate an early Balunte date. 

Frans Blom (1926:117) was the first to note the stucco sculptured head on Tier 1 (fig. 
342). At the time of Blom’s record, the lower lip was still there. Improper reconstruction 
has now made the headdress look like a stovepipe hat with flat front and squared sides, 
which, of course, it is not. The flat section is actually the armature stone upon which 
the stucco head was formed. There is plenty of red paint on this sculpture, but almost 
all of it has a thick coat of white stucco on top. It is interesting to note that the eyes are 
not in a straight line across the head. The lower outline of the left eye (viewer’s right) 
sags considerably. Portions of the God K-serpent-Quadripartite Badge panel remain on 
this tier, along with a great amount of paint. 

By far the finest God K panel (figs. 343, 344) and Quadripartite Badge are on Tier 2. 
This is the largest known representation of the flare god (God K)—103cm high. A flare 
of smoke 88cm long occupies the same height of space as the god and pierces the mirror 
in the god’s forehead, then protrudes out the rear of the cap. The god has a long upper 
snout or lip, a short lower one, and a fang that curls out from the corner of the mouth. 
Three circles are below the curled eye. The serpent holding the god in its mouth is on 
the right. 

On the east, directly in front of the smoke flare, the largest known Quadripartite Badge 
(103cm high) is encased in a frame the height of the panel (fig. 345). It stands out as an 
enormous sign that can be likened to a Coca-Cola billboard. As in the bicephalic room 
of House E and other depictions of this god at Palenque, it is inverted, with the lower 
jaw being on top and the cap below. The face, including the eye, the upper lip, and the 
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lower jawbone, take up one-third of the panel’s height. The tau tooth, lip, and nosecurl 
are also upside down. The kin sign, which forms the lower portion of the god’s helmet, 
is just above the eye. The stingray spine, implement of auto-sacrifice, stands out prom- 
inently at the center, the crowning element of the high helmet. The crossed bands, flattened 
U, and three-part plant element are to the right. The leaves of the three-part plant element 
overlap the border frame of this emblem. The bivalve shell is on the left, directly below 
and to the left of the kin sign. Another shell is on the lower left of the sign, along the 
inner edge of the curving border. 

The panel of human head, God K, opened-mouth serpent, and Quadripartite Badge 
on Tier 3 was covered over with sand to protect it by Jorge Acosta when he was excavating 
these northern tiers in 1972 (Acosta 1976b: 7-19). It will probably end up being the 
only one in good condition and with paint on it. 

The most beautifully proportioned head in all Palenque is sculptured in stucco on Tier 
4 (fig. 346). The head is modeled in a very naturalistic manner and follows Vitruvian 
measurements— the face is divided into three equal parts (forehead, nose, lower part 
including mouth and chin)," Panofsky (1955:67). The false nose shown on almost all 
other sculpture at Palenque is lacking. The brow is natural and well defined. The nose 
is aquiline, with only a slight bulge in the profile, straight, and well porportioned. The 
eyes are almond-shaped with the pupil tilted naturalistically down. The eyes are of equal 
width and the span between the eyes is slightly less than the width of the eye. The figure 
has a pronounced chin with a deep indentation below the mouth. The mouth, with 
slightly parted lips, is the most sensitive and beautiful part of the face, a credit to the 
artistic ability of these ancient sculptors. The cheeks are broad and the jaw rather full. 

I presume this was a portrait of Kan-Xul at middle age, after he had become king at 
age fifty-eight. I have earlier suggested that the figure on Pier E of House A is a portrait 
of Kan-Xul at the time Chan-Bahlum would have been king. That portrait is of a younger 
man. Kan-Xul would have been forty years old at the time Chan-Bahlum assumed the 
throne. 

The panels containing the head-serpent head units are set back a considerable distance 
from the edge of the raised lower border (figs. 347, 348). A space where one person 
could have walked is directly in front of this panel and continues to the edge (the top 
border of the panel directly below). This space was not intended as a walkway, because 
the viewer would have been placed in a position where he would be looking down on 
the sculptured head. The walkway was necessary in order to bring the succeeding panel 
into conformity with the slope of the substructure. The extra-wide space in front of the 
panel of Tier 4 is intended to cover also the reconstructed facing for the panel on Tier 
3. The panel, at one time, continued a great deal further east, but another balustrade 
was built over the stucco sculptured panel. 

The stucco sculptured portrait of Kan-Xul II, with its elegant headdress, takes up an 
entire panel on Tier 4. The figure wears a stepped haircut with a section of the bangs 
hanging over the forehead (fig. 349) 12cm beyond the top overhanging platform. The 
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headdress is the mask of the Sun God. A three-sectioned bar with long beads and round 
bead ends hangs over the forehead of the god mask. Plumage curls vertically from the 
side of the mask and drapes over the extremely ornate earplug worn by this figure. 

The earplugs are square with rounded corners. Round beads are at the corners of each 
earplug within the cartouche. Two feathers flop to the sides of the shieldlike earplugs, 
just as feathers flop from the sides of the shields carried by the stucco figures on the 
tomb walls in the Temple of the Inscriptions. A long-lipped god with lower bone jaw is 
attached to the bottom of each earplug. Directly above the chin of each inverted god is 
a completion sign with crossed bands at the center. 

The portrait head is completely three-dimensional as far back as the ears, where it 
becomes lost in the stucco sculpture of the earplugs. From the three-quarter view (fig. 
350), one can see the very realistic way that this beautiful face was modeled. The perfect 
nose, slightly parted lips, and almond eyes all make this a true work of art. Even the 
hair of the front bangs and the stepped sides of the haircut stand out from the face. It 
is one of the most splendid examples of Maya portraiture in all Mesoamerica. 

On each side of the portrait head is a serpent panel with God K emerging from the 
serpent’s mouth. The east serpent panel faces east and the west serpent panel faces west. 
The serpent’s body, complete with scales and bone ahau, can be seen on the eastern 
panel as well as the head of the serpent with earplugs encircled in tiny beads. The west 
panel contains all of the serpent’s head and the God K head with only the flare in the 
forehead missing. 

The meter-high sculptured heads are unique in the sculptural program for the site, not 
only because of their great size, but because they are the only sculptured heads of humans, 
with no shoulders or torso, incorporated into the overall design of the building. Their 
heads are not like the many small or life-size heads used as adornments of many structures, 
either on buildings, roofs, or roofcombs. 

Almost all of the sculpture of human figures at Palenque include the whole figure, as 
has been noted for Houses B, C, D, E, A-D, the Temple of the Inscriptions, the temples 
of the Cross Group and the North Group. Heads that include the shoulder area of the 
figure are in cartouches were noted for the medallions of House A and are also found 
on the sanctuary roof of the Temple of the Cross, again within a cartouche. 

The portrait head of the lord wearing the Sun God mask was the important detail to 
be seen, along with God K emerging from the open-mouth serpents splaying to each side 
of the head. This combination is meant to be a unit and was repeated eight times on the 
northern substructure of House A-D. Griffin (1976:147) pointed out that naturalistic 
portraits seem to have been from the time of Chan-Bahlum, the older brother of the 
lord. Although we know that the portrayals of Lady Zac-Kuk, grandmother of Chan- 
Bahlum II, were surely portraits, they were not sculptured until the time of Pacal the 
Great and Chan-Bahlum II. 

A great deal of color can be detected on these panels. At the very end of Palenque’s 
history, all of the sculpture on the northern terraces of the Palace Complex were covered 
with white stucco and not a trace of color on top. Either the Palencanos decided to paint 
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these sculptured tiers white and leave them that way—an unlikely thing for them to have 
done—or they intended to cover the white stucco with red paint, a practice followed in 
many instances at the end of Palenque’s florescence. As the entire terrace was covered 
over with white at the end, it was probable that they intended to paint these stuccos in 
color; when they were all covered over with white, but before being repainted (supposedly 
red), the project was abandoned. 

At the time of this recording in August 1976, after an extremely long dry season, 
lichens growing over most of the stucco were beginning to flake off and, along with it, 
particles of paint, revealing red underneath the white. Either the final coat of paint was 
red, which has since flaked off, or the lichens falling in ancient times also carried the 
red paint along with the white. I doubt this would have happened, as the type of lichen 
on the stucco now would not have grown over stucco heavily covered with damp decaying 
leaves and other debris. The type growing now is the kind that requires sunlight. 

Even so, there is considerable evidence of paint on the stucco before the coat of white 
was added. The portrait face, hair, and earplugs were red, the feathers blue (painted 
over, however, six times in alternating coats of blue and white). The gods hanging from 
the earplugs were blue and later yellow. The eye of the god on the right is blue, unusual 
for eyes at Palenque, as normally it would have been painted red. The caps of the gods 
just above and below the earplugs were yellow. The area of the completion signs taking 
the place of the serpent’s jaws were yellow. The serpent and God K panels also dem- 
onstrate that they were painted red, blue, and yellow. There are places where the blue 
of the serpent body and the God K face are blue and the eyes of both are red. 

The fitted stone blocks at the plinth of the basal terrace of the North Palace Substructure 
are unique (fig. 351). They are set 140cm out from the base of Tier 1, rising 188cm from 
the plaza floor to the top of the 31cm capping slab forming the top of the basal plinth. 
The large stones were all well cut with very sharp edges, a method of stone cutting found 
only here and on the basement ot House C in the West Court. They fit against each 
other in such a way that each section is parallel to the other (fig. 352). 

The slabs of stone forming this basement plinth of the basal terrace are of varying 
thickness, but a typical center slab is 35cm thick. Stones were fitted against each other 
precisely. Either corners were cut exactly to fit into another stone, or a precisely cut 
stone would be made to fill the space exactly (figs. 353, 354). This is also how stones 
were cut in the West Court. 

Sloping alfardas butt against this basement wall and would have extended a short 
distance beyond it, sloping all the way to the top of Tier 2. A giant stucco sculptured 
figure graced this alfarda, and | suspect the alfarda on the eastern side had a sculptured 
figure also. All that remains today of this giant figure is an 18-cm-long portion of a foot 
(fig. 355). 

In Late Classic times, the northern side of the Palace Complex would have been ablaze 
in color (fig. 356), with a wide stairway and terraces, piers, roof, and roofcomb all 
brilliantly painted in tones of deep red, Maya blue, and yellow. 
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West Coutrt 
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The West Court is a long four-sided courtyard (fig. 357) enclosing the buildings it 
bounds—House C on the east, House D on the west, House A-D on the north, and the 
Tower on the south. At the time that the West Court was built, the Tower did not exist. 
The stucco casita wall extended all the way to the Southwest Court and was partially 
covered over where the Tower and toilets were built. The northeast corner of this court 
is the only corner that is square, and the northern end is much narrower than the southern 
end, which at the time of Palenque’s last days exhibited the three piers at basement level. 
This court was rebuilt many times. On the eastern side, the first wall panels extended 
out 55cm in front of the piers, and there is 60cm of rubble fill between that wall and 
the present wall containing the stone sculpture. 

On the western side of the court, it is not possible to tell if anything is behind the 
present sculpture. According to Rands (personal communication), there was early Balunte 
pottery in a cache at the northern end, so we know that at least part of this court was 
a bit earlier. The earliest stucco was on the west. The patio as we know it today, 
Rands says, was probably built in Balunte times (late eighth century). At one time, the 
West Court extended at its present level all the way through the Southwest or Tower 
Court, as we refer to it today. 

All along the sloping western basement wall of this court are panels of casitas, little 
stone houses covered with stucco, each containing the bust and head of a front-facing 
figure and two stucco sculptured profile figures (fig. 358). In between the casitas, were 
stucco sculptured figures modeled on top of hourglass armatures. This row of little houses 
and hourglass figures was placed upon the sloping basement wall. The houses were built 
of mortared stone slabs and each entire structure was sculptured in stucco and painted. 
One of the houses at the southern end (fig. 359) still has a portion of the central bust 
intact and small sections of the stucco heads on each side. The framework of the houses 
was elaborately detailed in scrolls, serpents, and peccaries (wild pigs). One peccary head 
remains (fig. 360). Sectioned feathers (fig. 361) splay to the sides of the casitas, taking 
up most of the space between the hourglass figures. 

The bust, neck, and part of the head and beads remain in the second little structure 
from the south (fig. 362). At the far south corner of the western wall, there is a stucco 
sculptured figure of God K whose left arm and leg are pulled through a Venus symbol 
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(figs. 363, 364). God K with a mirror in his cap and axe and flares in his forehead can 
be seen jammed in the corner. The god wears a single-strand round-bead bracelet and 
anklets. The feet are bare. There is a mirror on the thigh and at the waist is a floral- 
shaped element with a three-sectioned border. This is part of either the pectoral or the 
loincloth which falls in the front to the ankles. The figure conforms to the hourglass 
armature structure under it. 

Later, when the panels at the southern end of the court were put in place, this area 
was filled in with sand. This was obviously done to protect the God K figure when late 
construction workers built over the stucco work. The area in front of the sand was then 
filled in with mortar and stone to span the gap between the west pier of the south 
basement wall and the casita wall. The stucco sculptured wall continues south of the 
God K sculpture, and, at the present time, it is possible to see the next casita with the 
two stucco heads remaining. The wall then continues south into the present Tower Court, 
where the upper half of a peccary appears (fig. 365). The floor of the Tower Court where 
the toilets are now, was raised to the level of the center of the stucco paneled wall of 
the West Court, as can be seen in the photograph of the peccary. The peccary head and 
forepart of its body were sculptured onto the upper half of an hourglass armature (fig. 
366). 

This animal was intended to represent the white-lipped peccary (Tayassu pecart) or 
jabali, whose habitat is the tropical jungle areas of Chiapas (Alvarez del Toro 1977:121- 
123), as well as over most of Mexico and Yucatan (Leopold 1959:497-498). Leopold 
reports that this large wild pig has a “massive head, short legs and a stub of a tail” and 
that the pelage is grayish black with very long mane bristles up to 150mm. He also points 
out that “this white-lipped peccary is an animal of the virgin forest and does not frequent 
cutover or scrub forest as does the javelina.” The cloven foot of the peccary and the 
standing bristle above the head can be seen on the sculpture. The stucco bristles on the 
head and body were made with short incised lines probably with a bone or wooden 
implement. 

At the northern end of this basement wall is a beautiful three-dimensional head that 
was one of the three head constructions in the casita (fig. 367). This was the southern 
head in this little structure. An additional structure was later built across the northern 
end of the West Court butting into the stucco western wall so that now the beautiful 
head is all that can be seen in this area of construction (fig. 368). 

At the southern end of the West Court, three pillars partitioned off the narrow passage 
at the end of the court (fig. 369). There was once a two-story structure here, built up 
against the Tower on the northern side. Three narrow doorways with corbeled arches 
formed the rear of the upper story. A platform terrace once extended from this corbeled 
area over the passageway between the Tower and the pillars on the southern side of the 
West Court. This was once undoubtedly a structure to the north of the Tower. The 
narrow passage connects with the bath area as well as the West Court and the terrace 
between House E and the Tower where it connects with House C. 
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The three piers are embellished with stucco figures (fig. 370), the left (east) pillar having 
two front-facing figures with only the legs remaining (fig. 371). There are two figures 
sculptured in stucco on the central pillar (fig. 372) with remains extending up to waist 
level on the right figure and to mid-thigh on the left figure. The legs are in the front- 
facing stance which Proskouriakoff (1950:22-25) has shown continues from around the 
mid-Baktun 9 all the way into Baktun 10, even though the body positions changed. 
Front-facing legs were spaced close together and feet extended at right angles to them. 
The western pillar (fig. 373) is narrower than the other two. Stucco sculpture remains 
as far up as the shoulder on this piece. The figure faces front with legs slightly bent at 
the knees. The right leg is more or less straight, but the left leg is bent at more of an 
angle, thus throwing the knee out and the weight upon the ball of the foot with the heel 
raised. All three figures wear ankle-high boots with fringed tops and pom-pom ties. The 
western figure wears a short skirt, probably leather, slit halfway up at regular intervals 
all the way around. A knee-length loincloth falls to the front. 

The eastern side of the West Court is paneled in stone with a series of seven glyph 
blocks (fig. 374). These glyphs have been made by cutting away the background and 
border, leaving the glyphic elements at the same surface level as the stone wall. Glyph 
block 1 (fig. 375) is incised into a stone slab cut to fit an adjoining stone in a manner 
recalling Peruvian stonework of the Incas. Along the entire eastern wall (figs. 376, 377) 
the stone has been cut away in this manner, the same way it was done on the basement 
plinth of the North Palace Substructure. 

I think it possible, and John Bolles, the Carnegie architect, had concurred, that the 
West Court may have been used at one time as a ritual ballcourt. The northern end of 
the West Court may have opened into an I-shape, as indicated by remaining construction 
there. 
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The Tower 


The Tower (fig. 378) is centrally located in the Palace Complex, and now that no 
roofcombs loom above the roofs of the buildings, it rises above all of the other structures 
(fig. 379). The first level, 5.18m above the plaza floor, has a narrow walkway all around 
the center core, and four narrow steps on the south lead up to the next level and from 
there on up to the top level. At the third level, a very narrow corridor goes east for a 
short distance, turns north, then west, and back south, ending in a blank wall. 

The interior walls of the Tower were painted over many times, as shown by the 
numerous coats of remaining bright red paint. An excellently preserved Venus symbol, 
painted red, takes up the width of the stair passage leading up from the second floor 
(fig. 380). Jeffrey Kowalsky pointed out to me, and Michael Coe agreed, that this must 
have been a giant Introductory Glyph, as indicated by the curving scrolls which encase 
the upper right and left sides. Coe told me that this is unquestionably the Variable 
Element of an Initial Series Introductory Glyph, the rest of which is destroyed. 

The chronology of the Tower is a subject of debate. Schele (1981:111) places the 
Tower during the reign of Kan-Xul II, in Murcielagos times. Rands told me that he 
believes it may have been constructed in Balunte time (A.D. 770-850), but cautions that 
there are no direct ceramic associations to support this. A cached Balunte vessel of Fine 
Gray Ware occurs within the Tower Patio floor (Ruz 1958a:121, fig. 32g, Lam LXIII-b). 

Horst Hartung (1976:74-76) notes the unusual alignment of the East Court and points 
out the imaginary vertical coinciding with the southwest corner of the court, the central 
axis of House E, and the central doorway of the Temple of the Inscriptions. He reasons 
that by building the Tower, this vertical alignment was destroyed, so the Tower must 
have been built by a ruler later than Kan-Xul, who designed the East Court. 

In favor of the Tower having been built during the reign of Chaacal Ш or Chac-Zutz’ 
is the fact that the Tablets of the Scribe and the Orator were placed on the side of the 
platform on the south side of the Tower. The Tablet of the Orator names Chaacal by 
title and name and the Tablet of the Scribe names Chac-Zutz’. However, since Schele 
and Mathews (1979:141, 142) found the additional glyph pieces for both of these tablets 
while cataloging the bodega in 1974, the true width of these tablets is known, and there 
would not have been sufficient space at the sides of this platform to accommodate them. 
I suggest that these tablets were originally at another location in the patio and that at 
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some time after the Tower was built, they were moved from their original location and 
placed as flanking alfardas at the side of the platform on which the Tablet of the 96 
Hieroglyphs was placed. At the head of this platform, on the south side of the Tower, 
I suspect there was once a stucco sculptured mural or panel, as remnants of the stucco 
border remain today. 

Crediting Kan-Xul Il with the Tower presents problems also, as this may have been 
too early, The West Court was partially created by the building of House C during Pacal 
I’s reign (Otolum phase, A.D. 650-670) and apparently underwent considerable change 
from Otolum through to Balunte time. This would have included the reigns of all of 
Palenque’s kings from Pacal II through Kuk. Rands told me of an early Balunte cache 
which was found in the northern end of the West Court, which by the neatness of 
construction suggests that it was not intrusive. Other construction of the West Court 
would have dated to Balunte, noted Rands, as for instance the stucco construction on 
the western side. These stucco casitas and figures in them extended, at one time, into 
what became the "toilets" to the west of the Tower. Construction at the southern end 
of the West Court, and the Tower next to it, has sand fill in front of the stucco figures 
to protect them from the stone construction up against them at this point. It seems likely 
that the West Court was constructed first, then the Tower, and finally the rebuilding 
over the stucco work and the southern end of the West Court. 

Even with all the debate concerning the Tower, I feel obliged to place it during the 
reign of Kan-Xul II. The Tower was such a major construction project, falling within 
the activity of what one would expect from a king who had built the major late buildings 
of the Palace Complex—Houses D, A-D, and possibly A—it would seem highly unlikely 
that either Chaacal III, who ruled for only one year, or Chac-Zutz’, who has no major 
known construction to his credit, would have been responsible for such an important 
undertaking. 

Alberto Ruz Lhuillier, in 1949, continued reconstruction of the Tower begun by 
Heinrich Berlin in previous years (Molina 1979:7) (fig. 381). Early photographs taken 
by Alfred P. Maudslay show the entire structure overgrown by jungle (fig. 382). The 
small remains of the top floor and the corbeled vault doorway belonging to the structure 
butting up against the Tower on the north give quite a different picture from what we 
see today (fig. 383). 

There are seven stucco sculptured figures on the eastern basal platform of the Tower 
(fig. 384). All of the figures except the one on the far right (north) are seated cross- 
legged, full front view, but heads turned to the left (south). At least two of the seated 
figures wear tied cloths around their upper arm and probably the others did likewise. 
Some, and probably all, have the right hand over the chest in a gesture thought to indicate 
submission. They are sculptured life-size, 70cm from buttocks to the top of their heads. 

The figure on the far right stands facing south toward the other seated figures. His 
arms are raised as if holding something over his shoulder. This figure wears only a 
loincloth, whereas all of the seated figures wear elaborate belts with crossed bands on 
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them as well as loincloths and arm bands. The standing figure measures 90cm tall up 
to the shoulder and 110cm to the top of the head. Red paint can be found on all of the 
figures and traces of blue can be found at the belt area as well as red. 

The very last construction on the upper Palace Complex would have been the south 
end of the Tower, where the Tablet of the 96 Hieroglyphs was placed (A.D. 780), possibly 
the southern stairs to the Palace Complex, the outer and last stair construction on the 
western side of the Palace Complex, and the two unrelated rooms on plaza level at the 
southwest end of the Palace Complex. 

The floor of the Tower Court was built up two steps in the area between the western 
side of the Tower and the wall of the West Court. It is in this area that the toilets were 
constructed (fig. 386). The drains of the two side toilets join with the drain of the center 
one and continue down to the level of the subterranean buildings, where piles of rock 
were placed to act as a cesspool (see fig. 7, Vol. II). There is another toilet just on the 
outside of the main toilet area and another just to the west of House I. A sixth toilet is 
in the northeast corner of House F. 

There was a roofed structure over the toilets at one time, but only portions of it remain 
today. A stairway leading to the Tower must have ascended from the platform, which 
continues along the eastern side of both Houses D and K. There is a corbeled vault door 
directly under the stairs and three more corbeled-arch doorways on the western side of 
the Tower at ground level. On the northern side of the Tower, three more corbeled- 
vault doorways overlook the West Court. 

A stairway 330cm wide leads up seven steps to the House D-K platform. On the 
southern side of the stairs, a large stucco step-fret architectural element (fig. 387) is set 
in a panel in the wall of the court. Just to the south of this fret, many changes of 
construction can be seen. Doorways were filled in several times, sometimes directly in 
front of masonry walls, thus creating areas with no possible purpose. Some end in blank 
spaces not large enough even for storage (fig. 388). 

The Tower Court, in late times, must have had special significance for the privacy of 
the Palace's elite occupants. The entrance to the Tower Court would have been from 
the wide stairs leading to the platform of Houses K and D just discussed, but as has 
been noted, there were many other accesses to this court. Directly in front of the formal 
stair entrance to the court would have been the entrance to House E, with the Oval 
Palace Tablet directly behind the center of this entrance. The corridor in front of the 
Oval Palace Tablet is not wide, and the throne would have taken up even more of this 
space in front of the tablet. This accession plaque of Pacal, probably used by all succeeding 
rulers as well, was directly in front of the doorway, so that high nobility partaking in 
the cermony could stand next to the throne and lesser nobility could participate or 
observe from the courtyard just two steps below the floor of House E. 

In late times, private passages were created around the southern end of House E and 
House I. The northern entrance to the steam baths area was sealed off by a wall between 
House E and the eastern end of House I. A narrow passage ran all along the southern 
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side of House I and the platform created by House H. Doors along this narrow corridor 
led into the low and narrow steam baths. Well-designed baths were constructed under 
this platform north of House H. Barely high enough to stand up in, narrow sectioned 
rooms continued all along the southern side of the Tower Court. Two holes in the stone 
floor of the second room from the east have piles of loose stones beneath them. The 
holes are well squared and their purpose evident. Fires would have been built and water 
poured over the hot stones, creating steam for ritual cleansing. Ik openings are in several 
of the tiny rooms. 

There has been a great deal of speculation about the purpose of the Tower. Some have 
felt that the Tower must have been an astronomical observatory, an observatory for 
sighting at great distances the approaching caravans from the north or swamp lands, a 
vantage point for keeping track of activities within the Palace or the surrounding areas. 
This latter would have been difficult, as roofcombs would have obstructed the view of 
nearby areas. Carlson (1976:114, 115) thinks that “we should consider its auditory, as 
well as visual, dimensions,” and that “one should also consider the role of shadows in 
Maya architecture.” Carlson (1976:166) believes that “the Tower might function as a 
sundial or moondial gnomon, casting its shadows across the roofcombs of the Palace” 
and that the Tower is “suggestive of an omphalos” [navel], noting that “the Tower, 
rising from the center of the site invites one to consider an umbilical relation between 
the roots of Palenque and the heavens above, which, while unsubstantiated, is worth 
considering from a geomantic and icongraphic standpoint.” 

Whatever the Tower’s purpose, we now know that certain phenomena of the cosmos 
were recorded there and, in light of the many references in the inscriptions to “‘sky 
events,” that the heavens were undoubtedly studied and sky happenings taken into 
account much more frequently than we had heretofore realized. At mid-center in the 
Tower on the eastern side, at the third level, is a small anteroom and on the north 
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another. This narrow passageway makes a small jog in its direction west. Alfonso Morales 
(Anderson, Morales, and Morales 1981:34-36) discovered on June 22, 1979, that at 
summer solstice, when the sun is low in the sky at about 5:00 p.m. the sun’s rays projected 
an image of the Ik opening on the western side of the Tower onto a specially constructed 
wall inside the Tower. The wall was made a specific size and at a specific angle that 
allowed the Ik image to be projected there. This is an unusual phenomenon (fig. 385). 
If it happens to be raining or overcast, then, of course, this phenomenon will not happen, 
and there may have been years in a row when this was never seen by the occupants of 
this ancient city. 

The Venus symbol, here noted by Michael Coe as being the Variable Element of the 
Initial Series Introductory Glyph, is painted on the wall at the base of the stairs leading 
to the uppermost platform of the tower. At the top level is a high bench or table (fig. 
430), small in comparison with the other benches. This could have been a place where 
an observer may have sat while keeping track of the activities within the Palace or where 
a watchful eye could be kept on the distant horizon for approaching groups. It could 
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have been a table where instruments were placed that were needed in calculating the 
courses of the planets and stars. The square window on the eastern side of the Tower 
is round on the inside. The sun casts a shadow exactly down the center of the inner 


circle at spring equinox, March 21, leaving one half of the circle in shade and the other 
half in light. 
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Later Palace Structures 


The building of the Tower and later reconstruction of the Tower Court and the West 
Court would have been followed by the construction of Houses G and H. The building 
of these houses would have enclosed both the Tower Court and the Southeast Court. 
House F was undoubtedly built at the same time as these two structures. Construction 
techniques are almost identical in all three of these buildings. 

House I would have completed the upper buildings of the Palace Complex except for 
the connecting terraces to the north of House H and the passageway between the terrace 
and House I. This was the passageway into the steam baths under the terrace. 


HOUSES G AND H 


Both Houses G and H were built late in Palenque’s history, probably during the reign 
of Lord Kuk. The two structures adjoin each other in an east-west direction, forming 
twin buildings facing south on the terrace above the very early South Subterranean 
structures. A series of steps leads up to these buildings from this wide terrace on the 
south (fig. 389), recalling similiar types of structures in the Puuc area of Yucatan. 

Houses G and H were structures with long corridors on the north and the south sides 
of a central wall. Both buildings had two wide doorways on the north and three on the 
south exterior walls. Both had single doorways in the far end of the southern corridors. 
Until the building of House I on the northern side of House H, this structure would have 
had a commanding view over the Tower Court. 

The western end of the northern corridor of House H was partitioned off from the 
rest of the structure. This very small room was almost completely taken up by a stairway 
leading down to the South Subterranean passage (fig. 435). There is only one entrance 
to this room, in the southern corridor. At the top of the stairs (floor level of the structure), 
a very narrow bench rests between the rear wali and the top step. There is barely room 
enough to step sideways at the top of the stairs before going down. It would have been 
extremely difficult to reach these stairs and therefore the subterranean passage to the 
rooms below. The bench at the top of the stairs, only 20cm from the top step, adds 
credence to this being a secret or private passage into the rooms below. This would have 
been a most appropriate place for a guard to sit. No one could have moved past him. 
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There is an Ik opening directly above the bench, and two square openings on the east 
(fig. 390), allowing visual access to the remaining portion of the northern corridor. 

The southern corridor (fig. 391), containing the doorway into the entrance to the South 
Subterranean stairs, was, at a date later than the construction of the building, divided 
into three separate rooms with stone rubble curtain walls. 

There is an undecorated, crudely made bench at the east end of the northern corridor 
of House H. This bench is directly in front of a blocked door, originally the east exit of 
this building. Five Ik openings are in this room, two on the north wall and three on the 
center (south) wall. 

House G is similar to House H. The truncated pyramid openings into the vaults at 
the center of these buildings are unlike anything else at the site except similar openings 
in House F. They measure approximately 115cm across at the bottom and slope in a 
plane parallel to the slope of the vault in the opposite room. There are seven of these 
niches in both the center wall of House G in the southern corridor and the northern 
corridor. Possibly stucco sculptured statuettes were once placed in these niches or they 
may possibly have been used to hold torches or incense burners or offering bowls. 

Connecting Houses H and G is a very inferior structure (figs. 392 and 434). A thin 
(20cm thick) wall was built 58cm from the northern wall of House H. The wall encased 
a doorway (with a corbel vault, which was later filled in), whose capstone overlaid the 
capstone of House H. Between the doorway and the opening chamber, a huge, crudely 
made cross, 120cm high and 58cm wide, was fashioned into the wall (fig. 393). Above 
the cross opening, and slightly off center, there is an Ik-shaped opening in the vault 
going all the way through to the other side of the wall. On the opposite side of the 
doorway, a huge upside-down Ik, 72cm high and 77cm across, opens all the way through 
the wall (fig. 394). A small, low bench blocks the entrance to the eastern half of this 
passage, and thus the entrance to House G. Undoubtedly this bench was not always 
there. 


HOUSE F 


House F was a late addition of very small rooms in the Southeast Court, bounded by 
Houses E, B, J, and G. At first there was a wide space separating House E from the new 
addition (fig. 395), but even this space was filled with rooms all the way to the wall of 
House E. There was also a large space originally separating the new structure from 
Houses B and J, but this too was filled with tiny rooms (fig. 396), possibly living quarters 
for the elite at the very end of a desperate attempt to remain inviolable against strange 
invaders. 

House F was built with even less regard than Houses G and H were, for the fine 
construction techniques followed until this time. Low vaults were pierced by openings 
similar to those of Houses G and H but of a different shape and proportion. Changes 
and additions were constantly altering this structure. Often doorways are so small that 
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only a thin person would have been able to go through them comfortably. Walls were 
thin and poorly constructed. There are no regular Ik openings in House F, although 
there are eight cross-shaped openings (fig. 397) and one upside-down Ik. Four of these 
openings went all the way through the wall and the others open halfway. A small 
sanctuary was built in the northwestern room (fig. 398) against the center wall covering 
over one of the cross-shaped openings. Although only the top half is visible, the 50cm- 
deep hole of the center leg and the side legs can be measured with a steel tape. 


HOUSEI 


Another very late building in the Palace Complex is House I, facing the Tower Court 
on the north and butting up against the roofed-over baths on the north of House H. 
This is a small structure with no remaining evidence of roof construction. It is set on a 
platform two steps above the floor of the Tower Court. Very little remains of this 
structure, but it must have been quite lavishly sculptured in stucco, judging from the 
remaining sculpture. All that remains of sculpture on the front of the building is a figure 
facing east on the northwest corner of the north face. The head and shoulder areas are 
missing but three-quarters of the body remains. The figure would have been sculptured 
life-size for a Maya person at that time (figs. 399, 400). The profile figure is clad in a 
knee-length skirt of a very heavy material, probably leather. The bottom edge of the 
skirt is slit into wide flaps, such as Anawalt (1981:156) refers to as being represented 
on the Mixtec codices. 

The skirt is tied at the waist with a long, looped bow. A large bouffant gathering of 
cloth is bundled up at the rear of the crossed-bands belt. The bow seems to be held in 
place by another sash worn high up on the body. The figure wears long bead anklets 
but no sandals. 

A serpent doorway leads out the eastern end of the building (figs. 401, 402). A giant 
serpent sculptured in stucco frames the doorway (fig. 403). The snake being depicted 
seems to be a boa (Constrictor constrictor). The boa, states Álvarez del Toro (1972410), 
is the largest snake inhabiting Chiapas, growing to more or less four meters long. The 
pattern sculptured in stucco on this doorframe closely resembles the boa, as shown in 
both Álvarez del Toro (1972:110) and Pope (1961:237), and as I myself have seen 
numerous times in the jungle. The serpent’s body drapes over the top of the door twice. 
On the south side of the doorway, the head coils around and then coils up and back 
down again (fig. 404), ending in the bifurcated tongue (fig. 405). On the northern side 
of the doorway, smaller bits of sculpture depict more serpent elements (fig. 406). 


LATE EXTERIOR ADDITIONS 


Other very late construction includes new facings to stairways and a small two-room 
structure built at plaza level on the western side of the Palace Complex at the southern 
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end (fig. 417). The two rooms of this small addition do not connect with each other or 
with any other part of the palace. It is not known what these rooms were used for unless 
they could have been guard stations, or as suggested by Acosta (1977:267), who exca- 
vated these rooms from 1967 to 1969, as “mortuary chambers.” 


SOUTH SUBSTRUCTURE ADDITION—THE ALTAR 


The addition to the south of the early subterranean structures, excavated by Jorge 
Acosta in 1967-1969 (Acosta 1976b:24-26) is so confusing that it is impossible at this 
time even to guess whether it was built early or late. The structure and altar (fig. 407) 
are built on the same level as the plaza of the Temple of the Inscriptions. The stucco 
sculptured two-tiered altar was constructed of almost claylike stucco, very inferior to 
anything mentioned earlier (figs. 408, 409). There is a huge Sun God face 40cm high on 
the southwest corner of the altar. All of the Sun God characteristics are there—pompadour 
hairstyle, crossed eyes, fangs at the corners of the mouth, and three dots under the eyes 
(fig. 410). There is a mirror in the forehead, which contained a Kin, as suggested by the 
indentations remaining. A long-lipped god with lashed eyes and beads in the eye is 
sculptured on both the west side (fig. 411) and on the south side of the Sun God (fig. 
412). Nose bones (fig. 413) form a knot on top of the long-lipped extension. 

A God K (flare god) panel is sculptured at the upper level of the altar (fig. 414). On 
the corner, directly above the Sun God of the lower tier, there is a long-lipped Venus 
monster with lashed eyes and long lip hanging down (fig. 415) forming the corner, the 
same as the Sun God does on the lower panel. An earplug and dangle are at the very 
top, one lashed eye is at the corner, and the long lip hanging down curls forward at the 
upper edge of the lower tier. The curled tongue loops around at the base also. The flare 
god emerging from this serpent has its arms through a Venus sign (fig. 416), as does the 
God K with arms through a Venus sign on the basement wall of the West Court. A flare 
is set into the mirror cartouche of the forehead and the hair flows back from the cap. 
The curled eye, long nose, and molar tooth can be plainly seen. The earplug is a small 


dangling bead. 
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BENCHES 


A number of benches are located within the Palace Complex, fifteen known to have 
existed at some time. Four are benches in the early South Subterranean buildings. Three 
were surely thrones—the Del Rio Throne in front of the Oval Palace Tablet, the throne 
in front of the bicephalic serpent door of House E, and the throne in front of the Palace 
Tablet in House A-D. One, in the Tower, was a smaller-than-ordinary, very high table 
or bench. Two, not including those of the early South Subterranean buildings, were surely 
beds, one in House H and one in House E. Two were crude makeshift benches, one at 
the entrance to the South Subterranean passage in House H and one between Houses G 
and H. Referring to the benches by number, they are: 


. Hieroglyphic bench in south room of South Subterranean building. 

. Hieroglyphic bench in north room of South Subterranean building. 

. Bench in middle room, middle corridor, South Subterranean building. 
Bench in east room, middle corridor, South Subterranean building. 

. Bench in House H, north corridor, east end. 

. Bench in House E, east corridor, south end. 

. Bench in the Tower. 

. Del Rio Throne in front of the Oval Palace Tablet. 

9. Throne in front of the House E serpent door. 
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10. Bench in House B, southwest room. 

11. Bench between Houses G and H. 

12. Bench in House H, west room. 

13. Bench or throne in front of the Palace Tablet in House A-D. 

14. Benches in the northwest room, west corridor, House J. 

15. Benches in the first room from the north, west corridor of House J. 


BENCH 1 
(figs. 418, 419, 420) 


The most interesting bench of all is the hieroglyphic bench in the south room of the 
South Subterranean building. I have already noted that the bicephalic monster is depicted 
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in sculpture and painting in the northeast room of House E, in the north end of the west 
corridor of House E, and in the vaults of the East Subterranean stairs in House E. Another 
depiction of this bicephalic monster occurs on this hieroglyphic bench. The head of the 
creature is the Venus monster. He is probably carrying the Quadripartite God on his 
back, as Schele and I suspect he is doing also in House E. The Venus monster head faces 
west on the left side of the front of the bench. The Quadripartite God is on the right 
side of the front of this bench, here being either the rear head of the saurian monster or 
the god himself being carried on the back of the Venus monster. 

The head of the Venus monster (fig. 421) has Venus symbols on its lashed eye and on 
its ear. The mouth is open, displaying the molar and incisor teeth. A fang emerges from 
the corner of the mouth. There are three dots under the eyes, and nose bones extend 
from the snout. It wears a squared earplug disk, from which hangs a long bead tipped 
with a bone ahau. The saurian forearm extends back to the elbow. Just under the earplug 
one can see the deer hoof and shell. 

The Quadripartite God is on the right side of the front of the bench (fig. 422). The 
nose and front of the lower jaw area are defaced, but the rest of the god is in excellent 
condition. The headdress of this god, the kin, the flattened U bar on top of it (to the 
right), the shell, stingray spine, and crossed bands are all on the far end of the stone 
slab. The shell-shaped elbow and scaled arm extend to the left toward the last glyph on 
this side. The oval earplug is just below the eye and the scroll to the side curl is over the 
kin portion of the helmet. 

The text starts on the west side, continues on the south side with the glyphs between 
the two heads of the bicephalic creature, and finishes on the east side. The text (fig. 423) 
records the seating of the eleventh katun (20 tun periods of time) on 12 Ahau 8 Ceh 
(9.11.0.0.0) A.D. 652, when Pacal would have reached his forty-ninth year of age. Other 
inscriptions at Palenque referring to this same date are on the Temple of the Inscriptions 
middle panel at A2, B2 recording the history of the eleventh katun, on the middle tablet 
recording the second ahpo seating of the tun on 12 Ahau 8 Ceh, on the Palace Tablet 
at E 17, F 17 recalling the “hand-scattering” event on that date and the Tablet of the 
96 Hieroglyphs, which starts out at A1, B1 giving the day 2 Ahau 8 Ceb, and stating 
that the ruler was Ahpo of Palenque. The 9.11.0.0.0 date is also on all the tableritos 
and panels from the north gallery of House A-D. The Dumbarton Oaks Tablet also 
refers to this date at A2, B2. 


BENCH 2 
(fig. 424) 
This is another hieroglyphic bench, although not in nearly as good condition as Bench 


1. It is in the north room of the South Subterranean building. It has inscriptions around 
three sides. The fourth side, uncarved, is against the wall. 
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BENCH 3 
(fig. 425) 


This bench is also in the South Subterranean building in the middle corridor. The location 
of this bench makes it of major interest. It is placed against the west wall of this central 
room, taking up the entire width of the room and all but 50cm of the room's length. 
On the east side a doorway leads to a small room adjoining it to the east (fig. 426). An 
elaborate stucco border 6cm wide framed the doorway and continued as a frame both 
at the top and bottom of the vault apron on the outer wall. Large double cordholders 
are near the top and also the bottom on each side of the door. These could have been 
used for anchoring curtains across the door. Additional cordholders are at the two upper 
corners directly across from the top-door cordholders. 

One vault beam spans the room. The doorway at the east end of the room was not 
framed, but the top, instead of being horizontal like the other door, is in the shape of a 
corbel vault plus the vault spring. At each side of the doorway, near the top, two 
rectangular holes go all the way through the wall into the next corridor. A large flat 
stone was fitted into the masonry at the wall’s edge on both the inner wall of the room 
and the exterior wall. These would have been used for suspending and controlling 
something rather heavy, such as a wooden door. A stone doorsill 25cm high and the 
width of the doorway has to be stepped over to enter this room or to leave it. I suspect 
that this room may have had more stucco sculpture on the walls if the framed stucco 
sculpture on the borders is any indication. 

The bench itself is a fairly thin slab of rough-cut stone. I envision this bench as having 
been a bed privately placed within a small area adjacent to a larger anteroom that went 
with it, a suite so to speak. Originally this suite did not exist, as there were no walls 
dividing this long corridor. Also, the walls were erected with a doorway in the west end 
of the room, but this was later blocked by the bed. I presume that at the time the bed 
was put in the room, the suite was completed. 

Possibly this double room had been used for some elite person, for a guest, or it may 
even have been a mortuary bench for some lord just deceased and awaiting interment 
(Greene Robertson 1977). For any of these reasons a large, private suite would have 
been advantageous. To add credence to these possibilities, just outside the door on the 
east side of the larger room of the two is a smaller bench (Bench 4), perhaps used by a 
guard for the elite “suite.” 


BENCH 4 
(fig. 427) 


This bench was built into, not just against, the wall of the same corridor as Bench Sea 
few centimeters distant from the door to the room just discussed. It is long enough for 
a person to lie on, although it is smaller than Bench 3 and the slab is thicker. The back 
legs are built into the wall that the bench rests against. The corners are well squared. A 
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square opening 35cm above the top of the bench affords a view into the adjoining chamber 
on the north. 


BENCH 5 
(fig. 428) 


This bench is at the east end of the north corridor of House H. Again, this bench takes 
up the entire width of the room, but it is not built into the walls or part of them as was 
the case at Tikal and many of the sites in the Rio Bec Chenes area. The placement of 
the bench in this room was secondary for the function of the room, as originally there 
was a doorway in the wall to the rear of the bench. This doorway was later filled in 
with mortar and stone. The slab is squared and smooth and well finished. The bench 


looks like a bed. 


BENCH 6 
(fig. 429) 


This bench is in the south end of the east corridor of House E. Here again is a wall-to- 
wall bench built in, placed against a wall that once had a doorway. As in the subterranean 
suite, a short extention of wall was constructed 38cm out from the bench on each side. 
The doorway to the east corridor was blocked up all the way to the top, but the inner 
half of the wall was built up only halfway, creating a ledge or shelf by the bench. Above 
the ledge is one cordholder in the corner, which could have held a jar or other piece of 
suspended paraphernalia. There are cordholders up both walls 144cm in front of the 
bed or bench (106cm in front of the partial wall). This would have curtained off a private 
area in front of the bench, much the same way the anteroom functioned in the subter- 
ranean room. This bench could have been used for an elite lord’s bed, or a seat where 
he could sit when receiving dignitaries during the city’s disturbing final years. 


BENCH 7 
(fig. 430) 


The Tower bench is quite different from those just discussed. It is located in the center 
of the floor of the top platform of the Tower. The top slab of stone is much smaller 
than regular benches at Palenque (155cm x 69.5cm) and stands much higher off the 
floor than any of the others (82cm). It is constructed from a slab of hard yellow limestone 
like that on the floor of the Temple of the Inscriptions. Two more slabs rest under the 
top one and the four legs are large and squat for the size of stone they support. There 
are two steplike additions at floor level placed against the legs on the two narrow ends. 
Just as it is unknown what the Tower was used for, likewise it is not certain what the 
bench’s purpose was. It is the height of a counter and would have lent itself very nicely 
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for use as a table to lay bark-paper tablets or instruments upon for calculating astro- 
nomical and lunar positions. It could have been used as a high seat for a lord to keep a 
watchful eye on the site. It may even have been used as a table where a torch would 
have been placed to signal distant outposts or it may have had a pyrite mirror on it for 
flashing messages afar. 


BENCH 8 
(fig. 431) 


There is no doubt that this bench was a throne in front of the Oval Palace Tablet, the 
accession plaque of Pacal. This bench is referred to as the Del Rio Throne for the explorer 
Captain Don Antonio del Rio, the Spanish officer who saw and recorded the throne 
during his visit to Palenque in 1787 (Del Rio 1822). One of the legs to the throne is in 
the museum at the archaeological zone of Palenque and the other is in Madrid, Spain, 
in the Museo de América. 

Heinrich Berlin (1965:136-143) first wrote about this throne and noted two important 
dates—9.9.2.4.8 5 Lamat 1 Mol, and 9.12.11.12.10 8 Oc 3 Kayab—but it was not 
until the discovery of the other pieces to the throne’s edge by Schele and Mathews when 
they were cataloging the Palenque bodega in 1974 (Schele and Mathews 1979:140) that 
a great deal more became known about this inscription, as was discussed in Volume II. 


BENCH. 9 
(fig. 432) 


In the same room as the Del Rio Throne, another throne was placed in front of the 
blocked doorway at the north end of the west corridor of House E. Two decades after 
the death of Pacal, Kan-Xul apparently had this throne constructed in front of the 
bicephalic serpent doorway as a reenactment of the iconographic message on the Sar- 
cophagus Cover in the Temple of the Inscriptions tomb. A bicephalic serpent surrounded 
the doorway in the form of a wall painting. This is another example of the descent into 
the Underworld between the jaws of a serpent. 

This throne may have been used for one special event, or it may have been used on 
certain occasions recalling former events and in between these times was used as a place 
where an incense burner or torch could have been placed. Fragments of the wall painting 
remain, but the whereabouts of the throne are a mystery. The only evidence left is the 
sunken marks in the floor from many coats of plaster that formed ridges where the legs 
were once imbedded. 


BENCH 10 
(fig. 433) 


This bench was against the north wall in the southwest room of House B in front of the 
Cauac stucco sculpture (see Volume II). The stucco sculpture decoration on the wall 
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behind the throne and under the bench or throne indicates that it was a Cauac monster 
throne, in keeping with the other Cauac iconography on the western roof of this building 
and the southeast room as well. Although the bench is no longer there, the height and 
width is defined by the stucco sculpture along the wall where the throne was set into 
the wall. 

Two Ik openings above the sculptured throne wall were sculptured all the way around 
with flowing ribbons, beads, and portions of heads and torsos now long gone. This 
throne could have been used for special events or a seat on which the lord would receive 
important dignitaries. It also could have been used as a bench where incense burners or 
lamps would have been placed. I doubt very much that it was ever used as a bed. Besides 
its being too small for a bed, the religious significance of the sculpture indicates that its 
use was ritual. 


BENCH 11 
(fig. 434) 


This is a small, crude stone slab set on stone piling in the small structure connecting 
Houses G and H. It blocks the doorway in the eastern half of this structure leading into 
House G. The bench is only 95cm x 57cm and only 36cm off the floor. It is too small 
for a bed, and as a bench, it would have had to serve merely as a seat for someone 
guarding the passageway between the buildings. Its placement cuts off the entrance to 
House G; however, by stepping over it, one could gain entrance. 

It may have been used for traffic control. Harrison (1971:191) noted that one purpose 
of stone slabs at entrances or bottoms of stairs at Tikal was probably traffic control. 
This slab must have been placed where it is at some late date, and although the slab 
itself does not quite span the space between the walls, rubble and mortar filled in that 
remaining area. An incense burner may have been placed on the slab or possibly a torch 
to light the passage at night. If the latter had been the case, the light could have been 
seen from both sides. 


BENCH 12 
(fig. 435) 


This bench is a narrow stone slab set into the northern wall of the northwest room of 
House H, set directly in front of, and at the head of, the stairs leading into the South 
Subterranean stairs below. It is only 174cm x 40cm in size. Hollow stone receptacles 
are on each side of the bench, so that the bench and adjoining receptacles take up the 
entire end of the small room. A narrow walkway goes around the east side of the stairs, 
barely wide enough to walk on. This is the only approach to the head of the stairs. 
When the stairs are reached, there is only 20cm of space between the bench and the 
first step, certainly not an easy approach. The stairwell is completeley open, taking up 
most of the floor space in the room. There is a very small corner stone projection in the 
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southeast corner, tucked in between the corner of the stairwell. This is only large enough 
to hold a torch, incense burner, or other small object. There is an Ik opening just behind 
the bench, where one can sight through to the north onto the terrace of Houses K and 
D. There is another Ik, only open on the interior at present, but if it had been open all 
the way through at one time, then one would have been able to view the area in front 
of the Temple of the Inscriptions. There are two small square holes in the east wall 
looking out over the terrace of House H. There can only be one reason for placing a 
bench in this inconvenient location and that is as a seat for a guard to the stairs leading 
into the South Subterranean passage. 


BENCH 13 


This bench was a throne placed in front of the Palace Tablet on the north-facing wall 
of the median wall of House A-D. There is a space left at the bottom center of the tablet, 
not filled with inscriptional text, that would have been the limit of the size of this throne. 

As has been noted, the benches within the Palace Complex vary in size from 95-220cm 
long and could have been used for many purposes, some multiple—beds, tables, seats, 
thrones, supports for beds, and as mortuary benches for those in the subterranean 
chambers, where the deceased could be placed until the proper time for burial, a lengthy 
period in some cases. Bodies would have been in a secret, private place where they could 
have been properly prepared and where ceremonies for the dead could have been carried 
out before interment. For a high-ranking lord these requirements could have been many. 


BENCH 14 


This bench is actually two benches connected by a narrower slab of stone. It is built into 
the two northern corners of the second room from the south in the west corridor of 
House J. The two corner benches are 67cm x 73cm and 59cm x 73cm and 45cm high. 
The connecting slab is only 45cm wide but the same height. These benches could possibly 
have been used as tables or as seats. However, they may have been used as supporting 
ends for a wooden plank laid across them and then used as a bed. I can offer no 
explanation for the connecting portion other than that it would have acted as further 
support. 


BENCH 15 


The two benches listed by this number are like those of Bench 14 except that there is 
no connecting portion of stone. These are in the fifth room from the south (first room 
from the north) in the west corridor of House J. These small benches may have been 
used as seats or tables or, what seems even more likely, as balancing ends from which 
a plank could have been laid for a bed. These benches would have made a wider bed 
than Bench 14, as the end benches are each 100cm wide. 
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Peter Harrison (1971:314, 152-174) notes that in the Central Acropolis at Tikal 
"Seventeen ‘benches’ were interpreted as possible beds." He also states that sizes for 
"benches" ranged from 124cm to 220cm. Palenque's possible beds are almost identical 
in size (220cm). Whereas Tikal benches often continued around two and three walls of 
rooms and sometimes had raised stone areas at one or both ends, those at Palenque 
neither wrap around walls nor do they have raised stone areas at the end. Interestingly, 
however, both Tikal benches used as beds and those at Palenque possibly used as beds 
have adjacent cordholders, which probably supported curtains for privacy. There are 
two other known benches at Palenque outside the Palace Complex. One is a small, crude 
bench in the western building of the North Group and the other, a throne, was in the 
Temple of the Lion. Both will be discussed in Volume IV. 
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Over Two Hundred Years of 
Palace Growth 


TAP 
We have seen the growth of the Palace Complex over a period of two hundred years, 
from the accession of Lady Kan-Ik in A.D. 583 through the reign of Kuk in A.D. 783. 
The major building activity took place during the reign of three kings, Pacal II, Chan- 
Bahlum II, and Kan-Xul II (A.D. 615 through a.D. 711), a time span of one century. A 
certain amount of building took place during the three decades before Pacal's accession, 
during the reign of Lady Kan-Ik, who I feel was responsible for building House E. 

We have seen Palenque at its artistic florescence, when the most splendid of all Maya 
sculpture was created here in this city. The peak was reached during the reign of Kan- 
Xul with his building of House D and the North Palace Substructure tiers. Nowhere else 
in all Mesoamerica were there such works of art in painted stucco figural sculpture; 
what remains at Palenque are the finest such examples in the world today. 

The means by which Palenque rulers managed to collect all of the master sculptors of 
the region or from distant regions is not known, whether it was by conscription, conquest, 
or by required tribute. Pacal was a powerful ruler, as can be attested to by his eighty- 
year reign, during which he must have been powerful enough to have created a small 
empire immune from outside attack, peaceful years in which he could devote time to 
artistic achievement. 

Master sculptors undoubtedly trained neophytes. There must have been a school of 
figural sculpture at Palenque, and, with the passing years, improvements in the works 
of these sculptors are notable. Figural sculpture on wall surfaces came as close to being 
truly three-dimensional as possible and still remain part of the bearing wall, the pier. 

As can be seen by the three-dimensionality conveyed on the House D piers and on the 
meter-high heads on the tiers of the North Palace Substructure, these sculptors were 
capable of working completely in the round, but as architectural embellishment was the 
objective at Palenque, there was no need to work in the round except on certain figures 
used in niches and on the roof thrones of buildings, as will be discussed in Volume V 
of this series. 

The only known three-dimensional stone sculpture at Palenque—other than boxes, 
pedestals, and circular objects with center-drilled holes—is the stela from the area in 
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front of the Temple of the Cross. It was worked as if it were the beginning of a sculpture 
in the round, the center portion between the front and back halves projecting the original 
stone form and not part of the side of the three-dimensional piece. 

Although other nearby cities such as Yaxchilan and Bonampak had beautiful buildings, 
carved stelae and lintels, and painted walls, none equaled the figural sculpture that was 
Palenque’s hallmark. 

I imagine schools of sculptors, probably started by Pacal, where the best sculptors that 
could be found were brought to Palenque, and they in turn trained others in the style 
of sculpture unique at this city. As new generations of sculptors were trained, they too 
improved on the artistry of their masters. 

Comalcalco fashioned figural sculpture to a small degree, but it was much inferior, 
although in some ways similar, to that of Palenque. In a small tomb chamber, nine life- 
size figures were sculptured on the walls (Blom and La Farge 1926: Figs. 100-110). 
Andrews (1967:90) noted that “Both the sculptures and the walls of the tomb were 
painted red and traces of this color still remain.” Andrews (figure 46) shows one of the 
profile standing figures, very inferior anatomically to figures at Palenque. It would be 
most unusual if these Comalcalco stucco sculptured figures, which postdated those at 
Palenque, were painted only red. A precedent had already been set for painting stucco 
sculptured figures red, yellow, and blue according to prescribed patterns for things 
pertaining to the three worlds of the Maya, red for the living world, blue for the world 
of the heavens, and yellow for the Underworld. 

Bonampak stucco sculptured figures on the roof of Structure I, the murals building, 
(Ruppert, Thompson, and Proskouriakoff 1955:17) are much closer in style and tech- 
niques of sculpturing and narrative action to Palenque than those of Comalcalco. How- 
ever, nowhere else, even after the collapse of Palenque, was stucco figural sculpture to 
reach the quality produced at Palenque during her florescence. 

The Palace Complex was to remain the nucleus of life within the city even after the 
numerous additions were made to the environs. It undoubtedly remained the nucleus of 
activity for all aspects of religious and civic life until the very last days of the city’s 
history. 

I envision the splendor of the Palace Complex, the immenseness of its size and massing 
of brilliant color—red, blue, and yellow—as being a focal point of visual experience 
unequaled anywhere. This splendor must have been discussed in awesome whispers by 
all who had heard of the city, and in magnified rhetoric by all who had had the honor 
of visiting the city that was a work of art. 
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Clothing 
skirt red 


belt, beads blue 


wristlets blue 
sandals red 
pectoral blue 
necklace blue 
red 
le earplug blue 
bell blue 
ribbons red 
blue 
Headdress 
feathers blue 
ribbons blue 


headband blue 
Gods—all 
portions except 
eyes and teeth blue 


red 
Personified tree 
God blue 
eyes red 
le blue 
Loincloth blue 


Quadripartite God 
stingray spine, 


shell red 
crossed bands 
(сїтї) blue 
Axe red 
Mat blue 
Xoc fish red 
Glyphs blue 
Serpent 
eye red 
supraorbital 
plate blue 


Lower register red 
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*10R 7/4; 7.5R 7/4 
*10R 6/6, 7/4 


*7.SBG 5/4 
ORSA 

*10R 6/6, 6/10, 7/4, 
4/8; 7.SR 6/8; 2.5R 
6/10 

SYR 5/10, 6/10 
ASR 576 


*2.5B 6/4 


*10R 6/6, 4/8 

*7 SBG 5/6 over red 
10R 6/6 

2.5B 6/4 

2.5B 4/6, 6/4 

7.5R 6/8 

7.5BG 5/6 

7.5BG 6/4, 5/6 

10R 4/8, 6/6 

2.5B 6/4 over red 7.5R 
6/8 

7.5BG 5/4; 2.5B 6/4 
10R 6/6 

7.5BG 5/4 


*7.5BG 5/4 

7.5BG 5/4; 2.5B 6/4 
over red 10R 6/6 

2.5B 6/4; 7.5BG 5/4 


SBE 5/4 
*10R 7/4 


7.5BG 5/4 

10R 7/4 

7.5ВС 5/4 

*2.5B 6/4; 7.5BG 5/4 


*10R 6/6 


2.5B 6/4 
10R 7/4, 7/6 
2.5B 6/4 
7.SR 6/8 
7.5BG 5/4 


10R 6/6 
"7.5BG 5/4 


*10R 7/4, 6/6, 4/8, 6/8; 
7.SR 7/4 
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PIER E 

Background wash red 

Background red 

Figure red 

Headdress blue 

Gods blue 
eyes, teeth red 


Lower register red 


Pier F 
Background wash red 
Background red 
Border elements blue 
Figures red 
hair red 
Clothing 
undergarments red 
blue 
skirt blue 
belt, pectoral, 
wristlets blue 
necklace blue 
beads blue 
red 
loincloth blue 
Headdress blue 
ribbons red 
Gods 
faces blue 


eyes, teeth, ear 
curl red 
earplug, ahau, 
whiskers, hat blue 


hair, mirror blue 
red 
God of Number Six 
face blue 
hair red 
blue 
Axe blue 
Mat blue 
Glyphs red 
blue 


Lower register blue 


PIER G 
Background wash red 
Background red 


Glyph blocks (3 
colors on blocks 
Al and A4) red 


blue 


yellow 


APPENDICES 


*10R 7/4 

*10R 7/4; 7.5R 7/4 
10R 6/6, 3/8 

2.5B 6/4, 6/6 

*2.5B 6/4 

*10R 6/6 

*10R 4/8 


*10R 7/4 

*10R 7/4; 7.5R 7/4 
*2.5B 4/6 

*10R 3/6 to 6/6 
10R 6/6 


10R 5/6 

2.5B over red 10R 5/6 

7.5BG over red 7.5R 
6/6 


2.5B 4/6; 7.5BG 5/4 
2.5B 4/6; 7.5BG 5/4 
over red 10R 5/6 

2.5B 4/6, 6/4 

10R 5/6 
2.5B 5/4 
*7.5BG 5/4 
10R 5/6 


*2.5B 6/4, 4/6; 7.5BG 
5/4 


*10R 6/6 


2.5B 6/4 
2.5B 6/4 
7.5R 4/6, 6/6 


2.5B 4/6 

7.5R 4/6 

7.5BG 4/6 

7.5BG 5/4 

2.5B 6/4 

10R 4/8 

7.5BG 5/4 

*2.5B 4/6; 7.5BG 4/6 


10R 7/4 
ТОК 7/4; 7.5 R 7/4 


10R 7/4, 4/6, 4/8, 6/8, 
5/6 

7.5BG 6/4, 4/6 

7.5YR 6/10 


HOUSE A MEDALLIONS 


Serpent cartouche blue 
Inner background red 


Wall background red 
Shoulders and red 
neck 
Hair ribbcns red 
blue 
Crosshatch areas yellow 


crosshatch 
borders blue 
Serpents 

bodies blue 

heads blue 
red 

eye red 
blue 

lips, teeth red 

ball over brow red 

nose bones red 

whiskers red/orange 
blue 

holes yellow 


BORDER ELEMENTS 


Medallion 3 
dragon-bird ^ red/orange 
Venus red 
cimi and glyphs blue 
red/orange 
Water group blue 
Medallion 5 
bag, bundles blue 
yellow 
Medallion 6 
turkey and 
glyphs red 
Medallion 8 
Imix blue 
mirror yellow 
mirror inset red 
stacked bars blue 
red 
Medallion 10 
plants, yax yellow 


*7 SBG 4/4; 2.5B 4/6, 
6/4 

*10R 3/8, 4/8, 6/8; 
2.5R 3/8, 4/8 

10R 4/8, 3/8, 5/8, 5/6 

*10R 6/6, 3/4, 3/6, 3/8, 
5/6; 7.5R 6/8 

10R 4/8 

2.5B 4/6 

*7 SYR 6/10, 6/8; 2nd 
coat, blue 7.5BG 5/4, 
then yellow 7.5 YR 
6/10 


2.5B 6/4; 7.5BG 5/4 


*7.5BG 4/4; 2.5B 4/6, 
6/4, 4/8 

*7.5BG 4/4 

LOR 4/8, 5/6, 3/4, 3/8, 
6/8 

*10R 3/8, 4/8, 5/6 
*7.5BG 5/7 one 
exception to color on 
Medallion 

*10R 3/4, 3/8, 4/8; 
7.5R 5/6, 4/8 

7.5R 6/10 

7.5R 4/8 

AT SR 7/8 

7.5BG 4/4 

7.5YR 6/10 


7.5YR 6/8 
10R 5/6; circles, blue 
2.5B 6/4 
7.5BG 6/4 
7.5YR 7/8 
2.5B 6/4; 7.SBG 6/4 


7.5BG 4/4 
7.5YR 6/10, 6/8 


10R 5/6 


2.5B 4/4 
7.5YR 6/10 
7.5R 5/6 
2.5B 4/4 
7.SR 5/6 


7.5 YR 6/10 


Medallion 11 


fire glyph blue 
red 
Medallion 12 
glyphs blue 
red 
Medallion 13 
kin red 
HOUSE A-D 
PIER G 
Background red 
Feathers blue 


Serpent wing 
feathers, eye, 


teeth red 
eye backgroundblue 
border blue 


crosshatching yellow 


Jaguar tail yellow 
Bell element, god, 
crossed bands, 
flattened U, 
plant elements blue 


PIER J 


Background, 
long-lipped god, 
serpent, knife red 

Glyphs blue 
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7.SBG 4/4 
7.5R 4/8 


7.5BG 4/4 
10R 5/6 


10R 3/6 


*10R 4/8 
*2.5B 6/4 


*10R 4/8 

*2.5B 6/4 

*2.5B 6/4 

*10R 6/10 over blue 
2.5B 6/4 

*7 SYR 6/10 


*2.5B 6/4 


*10R 4/8 
*2.5B 6/4 


NORTH PALACE SUBSTRUCTURE TIERS 


Background red 

Head, hair red 

God on headdress 
face blue 


eye, car cur] red 
headdress blue 
red 
God K 

face, nose curl, 

axe, flare; 

mirror, dots blue 
eye, tongue, 

hair, teeth, 


beard red 
Sun God red 
blue 
Serpent blue 


10R 4/8 
10R 4/8, 6/6, 7/4 


7.5ВС 4/8 
10R 4/8 
7.5BG 5/4 
10R 4/8 


%3BG 5/4 


10R 4/8 
10R 4/8 
7.5ВС 5/4 
7.3BG 3/4 


eye, teeth, 
tongue, beard red 10R 4/8 
Earplugs (god) 
face blue 7.5BG 5/4, then red 


10R 4/8 
yellow 6.5YR 6/10 
crossed bands, 


completion 
sign yellow 7.SYR 6/10 
beads blue 7.5BG 5/4 
eye (left 
earplug) red 10R 4/8 
eye (right 
earplug) blue 7.5BG 5/4 (exception to 


color of god's eyes) 
Quadripartite 


Badge red 10R 4/8 
beads red 7.5R 4/8 
kin red 10R 4/8; 2nd blue 
7.5BG 5/4; 3rd red 
10R 4/8 
Feathers blue 7.5BG 4/8 
Beads blue 7.5BG 4/8 
red 10R 4/8 
ALFARDA 
Foot yellow 7.93 RS 6/10: SER S2 
TOWER 
Figures on east 
side red 10R 3/6 
blue 7. SBG 5/4 
Venus in Tower red *7.SR 5/10; LOR 5/10, 
5/16, 4/10 


Note: In order to convey more comprehensibly the 
color discussed, I have listed 10R 6/10 and 7.5YR 
6/10 as yellow rather than red or yellow/red as they 
are in the Munsell charts. Likewise I have listed 2.5 YR 
6/10 as red/orange. 7.5R 6/6 is actually a deep pink. 

Complete color notes, including exact locations of 
paint and sequence of layers, if known, are in the au- 
thor's Palenque Munsell Color Notations,” copies of 
which are at the Pre-Columbian Art Research Institute, 
San Franciso; Middle American Research Institute, Tu- 
lane University; and the Instituto Nacional de Antro- 
pología e Historia, Mexico City. 


* Colors either most prominent or more remnants of 
this color on piece. 


APPENDIX II 
CORRECTIONS TO THE 
MAUDSLAY DRAWINGS 


HOUSE A 


PIER A 


ji" 


Glyph A2 incorrectly drawn. 


2. Glyph A6 incorrectly drawn. 
3. Three balls in Glyph A8 omitted. 
4. Glyph B4—subfixes incorrectly drawn; mirror liner 
omitted in bar. 
5. Glyph C8 should have three balls underneath. 
6. Top left border element has crook at bottom. 
7. Portions of top right border remain. 
Pier B 
8. Left figure—some bands left out of hair. 
9. Central figure—some beads left off headdress. 
10. Ahau figure in headdress incorrectly drawn. 
11. Element at end of jaguar tail is in none of the 
Maudslay negatives. 
12. Element on staff is in none of the Maudslay nega- 
tives. 
13. Border scales are not all present in Maudslay neg- 
atives. 
Pier C 
14. Left figure—shell in headdress actually is all there 
but is on top of the border. 
15. Left figure—bead missing on forelock. 
16. Central figure—edges of bead necklace are there. 
17. Central figure—there is a cross on the crosshatched 
part of loincloth. 
18. Central figure—elements at bottom of bell on loin- 
cloth are scallops, not beads. 
19. Central figure—only the head of the fish in the head- 
dress was present in Maudslay negatives. 
20. Central figure—some beads left off god on staff. 
21. Border scales are not all present. 
Pier D 
22. Left figure—portions of skirt and hand are there. 
23. Central figure—bottom of incense bag not in 
Maudslay negatives. 
24. Central figure—element on staff not complete in 
Maudslay negatives. 
25. Central figure—only five fingers shown on left hand 


in Maudslay drawing. 


. Central figure—male haircut not shown by Mauds- 


lay. 


. Central figure—left twin jester god not in Maudslay 


negatives. 


. Central figure—helmet is all round beads. 
9. Central figure—Sun God has a Kim in forehead car- 


touche. 
30. Central figure—feathers in headdress not all drawn. 
31. Central figure—beads left off hair ribbons. 
32. Central figure—Ahau figure on god on staff not 
correctly drawn. 
33. Central figure—mirror lines left off axe in god's cap. 
34. Border scales are not all present. 
PIER E 
35. Left figure—there is no nipple on breast. 
36. Left figure—arms incorrectly drawn. 
37. Central figure—jaguar spots on skirt not correctly 
drawn. 
38. Central figure—there is a crossed band on belt. 
39. Central figure—tips on pigtail are present. 
40. Central figure—headband disks are rectangular. 
41. Central figure—right feathers in headdress not all 
present in Maudslay negatives. 
42. Right figure—no evidence of skirt in Maudslay neg- 
atives. 
43. Right figure—there is more hair than is shown. 
44. Border scales are not all present. 
45. All four left bottom border elements are present. 
HOUSE D 
Prer B 
1. Left figure—hole omitted at center of belt area. 
2. Left figure—hand incorrectly drawn. 
3. Left figure—feathers omitted from skirt border. 
4. Left figure—segmented skirt border incorrectly 
drawn. 
5. Right figure—male haircut not shown. 
6. Right figure—some beads left off necklace. 
7. Right figure—three dots should be on jaguar tail 
rather than loops. 
8. Right figure—jaguar tail is bordered with segmented 
fringe. 
9. Right figure—Ahau on jaguar tail not round. 
10. Right figure—details of axe handle omitted. 


CORRECTIONS TO MAUDSLAY 


PIER C 


115 


Left figure—hair at rear of neck incorrectly drawn. 


12. Left figure—angle tattoo on cheek omitted. 

13. Left figure—whiskers of god in flower incorrectly 
drawn 

14. Left figure—long nose has paired holes omitted. 

15. Left figure—edges of top row of bead necklace should 
be drawn in. 

16. Left figure—mirror in bell at back of belt omitted. 

17. Lower register—holes omitted from skeletal jaw of 
left god. 

18. Border—all but three completion signs omitted from 
Maudslay negatives. 

Pier D 

19. Left figure—male haircut not shown. 

20. Left figure—hair incorrectly drawn. 

21. Left figure—flower in headdress drawn incorrectly. 

22. Left figure—hair over left shoulder not shown. 

23. Left figure—holes and loop in earplug not shown. 

24. Left figure—headband of square beads not shown. 

25. Left figure—mirror in plant in headdress god omit- 
ted. 

26. Left figure—tie ribbons in hair incorrectly drawn. 


27. 
28. 


29, 


105 


Left figure—jaguar spot omitted from left boot. 
Left figure—right curl at end of serpent tail not in 
Maudslay drawing. 

Left figure—shell not shown in Quadripartite Badge. 


PIER E - not drawn for Maudslay. 


PIER F 


30. 
31. 


32; 


ЗЭХ 


34. 


33r 


36. 


3%: 
38. 


Left figure—foot not shown in Maudslay negatives. 
Left figure—right knee not present in Maudslay neg- 
atives. 

Left figure—Ahau earplug dangle to god throne is 
wrong shape. 

Right figure—all of necklace is not in Maudslay 
negatives. 

Right figure— party popper” necklace dangle is not 
all in Maudslay negatives. 

Right figure—boot of left foot is not in Maudslay 
negatives. 

Right figure—skirt has very little remaining in 
Maudslay negatives. 

Right figure—no feathers remain on border of skirt. 
Border—right and left border elements not present 
in Maudslay negatives. 


APPENDIX III 
DATA CONCERNING PIERS 


HOUSE A 


PIER A 
LocaTION: end pier to the south, east-facing. 


DIMENSIONS 


Height: 281cm 
Width: 185cm 
Depth: 90cm 


MATERIAL 


Pier: limestone blocks, stone rubble, and mortar. Stucco 
covered. 

Sculpture: lime stucco glyphic inscription. 

Paint: red, blue, orange/yellow. 


CONDITION 


Pier: good; northeast edge missing. 
Sculpture: very little left, poor. 


PIER B 
LOCATION: end pier to the south, east-facing. 


DIMENSIONS 


Height: 279cm 
Width: 185cm 
Depth: 91cm 


MATERIAL 


Pier: limestone blocks, stone rubble, and mortar. Stucco 
covered. 

Sculpture: lime stucco three-figure composition. 

Paint: red, blue, yellow. 


CONDITION 


Pier: good. 

Sculpture: fair, head and upper torso of central figure 
missing. God on staff in excellent condition. 
Paint: considerable paint. All paint of god on staff in 

good condition. 


PIER C 


LOCATION: third pier from the south, east-facing. 


DIMENSIONS 
Height: 279cm 


Width: 185cm 
Depth: 91cm 


MATERIAL 


Pier: limestone blocks, stone rubble, and mortar. Stucco 
faced. 

Sculpture: lime stucco three-figure composition. 

Paint: red, blue, yellow. 


CONDITION 


Pier: fair to good. 

Sculpture: head of central figure missing, portions of 
border missing. Face of right figure missing. 
Paint: considerable amounts of red and blue paint, 

some yellow. 


PIER D 
Location: fourth pier form the south, east-facing. 


DIMENSIONS 


Height: 280cm 
Width: 185cm 
Depth: 91cm 


MATERIAL 
Pier: limestone blocks, stone rubble, and mortar. Stucco 
faced. 


Sculpture: lime stucco three-figure composition. 
Paint: red, blue, yellow. 


CONDITION 


Pier: good; stucco sides missing. 

Sculpture: seated figures missing, bottom of face of 
standing figure missing. Most of border missing. 
Most clothing on standing figure missing. 

Paint: some paint remaining. 


PIER E 
LocaTION: fifth pier form the south, east-facing. 


DIMENSIONS 


Height: 282cm 
Width: 185cm 
Depth: 91cm 


MATERIAL 


Pier: limestone blocks, stone rubble, and mortar. 
Sculpture: lime stucco three-figure composition. 
Paint: red, yellow, blue. 
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CONDITION 


Pier: good; stucco sides missing. 

Sculpture: central figure good but portions of clothing 
missing. Head of left seated figure and portion of 
right head missing. Most clothing of seated fig- 
ures missing. Side borders missing. 

Paint: some red, blue, and yellow. 


PIER F 


Location: has fallen down east embankment of House 
A. Originally was sixth pier from the south, east- 
facing. 


DIMENSIONS 
Height: ? 
Width: ? 
Depth: ? 

MATERIAL 


Pier: limestone blocks, stone rubble, and mortar. 
Sculpture: ? 
Paint: ? 


CONDITION 


Pier: poor; broken parts missing. 
Sculpture: ? 
Paint: ? 


HOUSE D 


PIER A 


LOCATION: missing; was northernmost pier of House D, 
west-facing. 


PIER B 
LOCATION: first standing pier from north, west-facing. 


DIMENSIONS 


Height: 273cm 
Width: 185cm 
Depth:90.5cm 


MATERIAL 


Pier: limestone blocks, stone rubble, and mortar. 
Sculpture: lime stucco two-figure composition. 


CONDITION 


Pier: good; some stucco missing on sides. 
Sculpture: 
Left figure: head, hands, some headdress missing. 
Right figure: face, mid-body, feet, hands, parts of 
headdress missing. 
Border: all but center bottom missing. 
Paint: considerable red, blue, and some yellow. 


PIER C 


LOCATION: second standing pier from north, west-facing. 


DIMENSIONS 


Height: 273cm 
Width: 185cm 
Depth: 90.5cm 


MATERIAL 


Pier: limestone blocks, stone rubble, and mortar. 
Sculpture: lime stucco two-figure composition. 


CONDITION 


Pier: good; some stucco missing from sides. 
Sculpture: 
Right figure: good. 
Left figure: missing all but legs, part of face, and 
arm. 
Paint: considerable red and blue. 


PIER D 
LocATION: third standing pier from north, west-facing. 


DIMENSIONS 


Height: 278cm 
Width: 185cm 
Depth: 90.5cm 


MATERIAL 


Pier: limestone blocks, stone rubble, and mortar. 
Sculpture: lime stucco two-figure composition. 
Paint: red, blue, yellow. 


CONDITION 


Pier: good; stucco missing on right side. 
Sculpture: 
Left figure: good. Hands, boots, portions of cloth- 
ing missing. 
Right figure: poor. Head, feet, collar, most of head- 
dress missing. 
Border: bottom one-half missing. 
Right border all missing. 
Paint: considerable amounts of red and blue. 


PIER E 
LocATION: fourth standing pier from north, west-facing. 


DIMENSIONS 


Height: 275cm 
Width: 185cm 
Depth: 91.5cm 


MATERIAL 


Pier: limestone blocks, stone rubble, and mortar. 
Sculpture: lime stucco two-figure composition. 
Paint: red, blue, yellow. 
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CONDITION 


Pier: good; stucco missing on sides. 

Sculpture: all missing except portions of bottom bor- 
der, hand, ribbon, and portion of headdress. 

Paint: poor. 


PIER: F 
LOCATION: fifth standing pier from north, west-facing. 


DIMENSIONS 


Height: 280cm 
Width: 185cm 
Depth: 93cm 


MATERIAL 


Pier: limestone blocks, stone rubble, and mortar. 
Sculpture: lime stucco two-figure composition. 
Paint: red, blue, yellow. 


CONDITION 


Pier: good; some stucco missing from right border. 
Sculpture: 


Left figure: mask good. Head, left foot, right arm 
missing. 
Right figure: fair. Head, left leg missing. 
Border: bottom good, top fair, sides missing. 
Paint: poor; some red and blue. 


PIER G 


LOCATION: sixth standing pier from north, west-facing, 
forms closed corner at south end of House D. 


DIMENSIONS 
Height: 273cm 
Width: 185cm 
Depth: 90cm 


MATERIAL 


Pier: limestone blocks, stone rubble, and mortar. 
Sculpture: lime stucco glyphic inscription. 
Paint: red, blue, yellow. 


CONDITION 


Pier: good; some stucco facing missing. 
Sculpture: poor; all but two glyph blocks missing. 
Paint: poor; some red, blue, yellow. 


xo сом оул دن‎ N = 


. Masks on west roof of House C (2 
. Masks on south roof of House C ( 
. Masks on north roof of House C (1 
. House A, Pier A 85. Figure on alfarda 
. House A, Pier B 


TABLE 1 
THE PALACE COMPLEX SCULPTURE AND 
PAINTINGS NUMBERED 


(See Figure 1). Numbers in parentheses note the number of sculptured pieces under this heading. 


South Altar (4) 44. House A, Pier C 
North Subterranean Building Stucco and Painting 45. House A, Pier D 
. Serpent door (4) 46. House A, Pier E 
. Figures by Oval Palace Tablet (4) 47. Medallions (11) 
. Oval Palace Tablet 48. House D, Pier B 
. Del Rio Throne 49. House D, Pier C 
. East Subterranean Vaults (2) 50. House D, Pier D 
. Bicephalic Room (3) S1. House D, Pier E 
. Wall painting 52. House D, Pier F 
. Hieroglyphs 53. House D, Pier G 
. Hieroglyphs 54. Wall painting 
. Eaves motif painting 55. House A-D, Pier G 
. Motifs on wall (4 walls of motifs) 56. House A-D, Pier J 
. Fish painting 57. Palace Tablet 
. Geometric wall painting 58. East Court, east figures (9) 
. Incised and sculptured figure 59. East Court, west figures and glyph blocks (12) 
. Sculptured Ik figures 60. House C alfardas (2) 
. Hieroglyphic inscription 61. Hieroglyphic stairs, House C 
. Cauac throne 62. Eaves hieroglyphs of House C (2) 
. Wall painting 63. Casita wall (5) 
. East jamb legs 64. Stucco head 
. West jamb legs 65. God K in Venus symbol 
. Sculptured fret 66. Casita with two heads 
. House B, Pier B 67. Figures on pillars at south end of court (3) 
. House B, Pier C 68. Hieroglyphic blocks (7) 
. East roof serpent scene and woven border (2) 69. Tower court, peccary 
. West roof mask and serpent scene (2) 70. Stucco fret 
. South roof mask 71. Figures along base of Tower 
. House C, masks (7) 72. Venus painting 
. House C, sculptured wall (2) 73. Tablet of 96 Hieroglyphs 
. House C, Pier B painting 74. Tablet of the Scribe 
. House C. Pier C 75. Tablet of the Orator 
. House C, Pier C, south side 76. Serpent door 
. House C, Pier D 77. House I figure 
House Pier E 78. South Subterranean Vaults (2) 
. House C, Pier F 79. West Subterranean Vaults (2) 
. House С, Pier F, south side 80. Subterranean hieroglyphic bench 
. Masks on east roof of House C (21) 81. Subterranean hieroglyphic bench 


2 82. North Substructure, Panel 1 


83. North Substructure, Panel 2 


) 
2) 
) 84. North Substructure, Panel 4 


TABLE II 


ANCESTOR RULER-LIST 


Maya Calendar Date 


A.D. Ruler Event 
397 Bahlum-Kuk birth 
422 "Casper" birth 
431 Bahlum-Kuk accession 
435 “Casper” accession 
459 Manik birth 
465 Chaacal I birth 
487 Manik accession 
490 Kan-Xul 1 birth 
501 Chaacal | accession 
523 Chaacal II birth 
524 Chan-Bahlum Í birth 
524 Chaacal I death 
529 Kan-Xul I accession 
565 Kan-Xul I death 
565 Chaacal II accession 
570 Chaacal Il death 
S72 Chan-Bahlum I accession 
583 Chan-Bahlum I death 
583 Lady Kan-Ik accession 
603 Pacal II birth 
(Pacal The Great) 
604 Lady Kan-Ik death 
605 Aahc-Kan accession 
612 Pacal I death 
612 Aahc-Kan death 
612 Lady Zac-Kuk accession 
615 Pacal II accession 
626 Lady Ahpo-Hel seating 
(marriage?) 
635 Chan-Bahlum II birth 
640 Lady Zac-Kuk death 
641 Chan-Bahlum II heir desig- 
nation 
643 Kan-Bahlum-Mo’ death 
644 Kan-Xul II birth 
650 Xoc birth 
671 Chac-Zutz’ birth 
672 Lady Ahpo-Hel death 
678 Chaacal III birth 
683 Pacal П death 
684 Chan-Bahlum II accession 
702 Chan-Bahlum II death 
702 Kan-Xul II accession 
711 Kan-Xul II capture 
720 Xoc accession 
720 Xoc "house event" 
722 Chaacal III accession 


Continued on next page 
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DAS Om 5 
9:13:10: 6. 8 
2.13.1913. 3 
9.14. 8.14.15 
ITA 8.19.18 
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5 Cimi 14 Kayab 

11 Lamat 6 Xul 

1 Kan 2 Kayab 

2 Caban 10 Xul 

12 Ahau 13 Zac 

5 Ahau 3 Tzec 

3 Etz’nab 11 Xul 

12 Lamat 6 Uo 

5 Caban 0 Zotz’ 

7 Kan 17 Mol 

11 Chicchan 13 Ch’en 
5 Caban 5 Mac 

5 Kan 12 Kayab 

7 Cib 4 Kayab 

1 Imix 4 Zip 

9 Manik 5 Yaxkin 
10 Eb 0 Uo 

11 Chicchan 3 Kayab 
9 Lamat 1 Muan 

8 Ahau 13 Pop 


2 Eb 20 Ceh 

8 Oc 18 Muan 

3 Chuen 4 Uayeb 
2 Cimi 14 Mol 

9 Etz’nab 6 Ceh 
5 Lamat 1 Mol 
7 Caban 15 Pop 


2 Cimi 19 Zotz’ 
4 Chicchan 13 Yax 
9 Akbal 6 Xul 


13 Cimi 4 Pax 

11 Ahau 8 Mac 

1 Ahau 3 Uayeb 

7 Caban 15 Kayab 
5 Etz’nab 6 Kankin 
3 Lamat 7 Zac 

6 Etz'nab 11 Yax 
8 Oc 3 Kayab 

6 Chicchan 3 Pop 
5 Lamat 6 Xul 

13 Akbal 16 Yax 
9 Men 3 Yax 

6 Etz nab 6 Zac 

9 Ik 5 Kayab 


ANCESTOR RULER: LIST 113 


TABLE Il—continued. 


A.D. Ruler Event Maya Calendar Date 

723 Chac-Zutz’ accession 9.14.11.12.14 8 Ix 7 Yaxkin 

730 Chac-Zutz’ 3 katun birth- 9.14.18. 9.17 1 Caban 15 Uo 
day 

764 Kuk II accession 9.16.13. 0. 7 9 Manik 15 Uo 

783 Kuk Il 1st katun DIAS: O 7 2 Manik Орах 
anniversary 

799 6 Cimi Pacal accession 9.18. 9. 4. 4 7 Kan 17 Muan 


Sources: Lounsbury 1974, Mathews and Schele 1974, and Schele 1980, 1982, 1984. 
Note: New dates in this table supersede those of Vols. I and II. 
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TABLE Ш. GENEALOGY OF RULERS OF PALENQUE 
(SUPPLEMENT) 


Evidence for genealogical relationships before Pacal are conclusions drawn from sec- 
ondary evidence—no direct statements of relationship exist. As pointed out by Schele, 
the secondary evidence consists of the following: 

1. Pacal I is shown on the sarcophagus sides and yet does not appear in an accession 
expression anywhere in the dynastic lists. There must be a reason why he was 
included as a portrait. 

2. Aahc-Kan is named in an expression of accession, but his portrait is not included 
on the side. There must be a reason why he was eliminated. 

3. There are two earlier pairs of people who have birth dates too close together to 
posit a father-son relationship—Manik and Chaacal I (born 5.13.0 apart) and 
Chaacal II and Chan-Bahlum I (born 1.1.1 apart). Of both these pairs, only one 
member is shown—Chaacal I and Chan-Bahlum I—and in both cases, the portrait 
is of the younger brother. Whatever logic is used to explain the elimination of one 
of the pair from the portrait gallery must also apply to the Aahc-Kan / Pacal sit- 
uation—or we must prove from the inscriptions that they hold a special status that 
needs to be marked. 

4. Zac-Kuk and Kan-Bahlum-Mo’ are shown in portraits twice on the sides and are 
explicitly recorded as the parents of Pacal I. Kan-Bahlum, like Pacal I, never appears 
with an accession statement, yet he is portrayed, obviously because of a geneal- 
ogical imperative—he was Pacal’s father. This is the explicitly stated reason for his 
inclusion, and genealogy, therefore, becomes the prime candidate to explain other 
inclusion/exclusion patterns. 

5. Of the earlier pairs, we can discern that the older brother acceded first, followed 
by the younger brother—but in both cases, only the younger brother is shown in 
portraiture. Why eliminate the older brother? Surely we do not have usurpation 
and war in every case where we have siblings. No! The simplest explanation is that 
the Temple of the Cross, the east panel above, and the Sarcophagus Cover record 
historical chronologies, in contrast to the portrait array that records a genealogical 
descent line. Whenever there are brothers, only the brother through the line de- 
scended is portrayed. After all, the children of both brothers cannot inherit the 
throne. 

6. The deaths on the text of the Sarcophagus Cover are recorded in chronological 
order, which also matches the order of births. There is one exception—Pacal I died 
155 days before Aahc-Kan, yet the order of death statements is Aahc-Kan, then 
Pacal. In other words, the chronological order is violated in order to place Aahc- 
Kan first, before Pacal—and there must be a reason for this reversal of chronological 
order. 
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If we take the data above and accept some additional limits on the kind of conclusion 
and reconstruction we can make, a solution to the Pacal I anomaly is possible. First, we 
cannot invent historical occurrences that are not recorded, because we must assume that 
the scribe recorded or implied all of the information necessary. If there was a usurpation 
of authority, we must assume it had been recorded, or else we open the possibility of 
reconstructing anything we fancy. The form must be systemic and serve as an explanation 
of the greatest amount of data with the least conjecture. Here are the sets of operant 
data: 

(1) Where birth dates imply sibling relationships, only one member of a generation is 
shown in portraiture. 

(2) Zac-Kuk and Kan-Bahlum-Mo' are the parents of Pacal II, a generational rela- 
tionship. 

(3) Kan-Bahlum-Mo' did not become king, but he is shown because of his position as 
father. 

(4) Zac-Kuk was both ruler and mother. 

(5) Aahc-Kan was ruler and not shown. 

(6) Pacal I was not a ruler, but he is shown, and his death, although chronologically 
earlier than Aahc-Kan's, is recorded after Aahc-Kan's. 

If we assume that all of the above are true, then we must assume that Pacal I is recorded 
for the same reason as are Kan-Bahlum-Mo', Chaacal I, and Chan-Bahlum I. They were 
fathers of a ruler. We must also assume that Aahc-Kan is eliminated for the same reason 
as are Manik and Chaacal II. They did not produce an heir, even though they were 
rulers. Kan-Bahlum-Mo' is recorded because he was father of Pacal II; Chaacal I and 
Chan-Bahlum I were one of a sibling pair and we may assume they are portrayed because 
they also were fathers to the next rulers. Pacal I, therefore, should be recorded because 
he was father to someone. Aahc-Kan was father to Pacal I as Manik was to Chaacal I 
and Chaacal II was to Chan-Bahlum I—that is, the brothers who did not produce a ruler 
in their descendants. If Pacal I is the genealogical forebear of Pacal II, then a number of 
things are explained. He was probably the younger brother and died before he could 
take the throne—yet he produced the heir. Since Kan-Bahlum-Mo' and Zac-Kuk are 
named as the parents of Pacal II, Pacal I cannot be the father. Who then was his child? 
We are left with only Zac-Kuk and Kan-Bahlum-Mo' as candidates. The person recorded 
as acceding to the throne immediately before Pacal is named as a woman with the same 
name as the Ancestral Goddess, and we know that Pacal IPs birth date was “like-in- 
kind" to this goddess. Given a male and female who could have held the throne before 
Pacal, and given that only the female is named as ruler, and given that only a female is 
shown in Pacal's accession scene, we must assume that the descent came through the 
mother, not the father. Kan-Bahlum-Mo' was not the child of Pacal I. Lady Zac-Kuk 
was his daughter, and Pacal II was the grandson of Pacal I. 

This is exactly what we know the Maya would have done. It follows the pattern of 
iconography at Yaxchilan, other Palenque accession tablets, and the whole Maya sense 
of history and dynastic charter. 


TABLE IV 


CHRONOLOGY OF BUILDINGS 


Ruler Reign Building Ceramic Phase A.D. 
Chaacal II 565-570 ? Motiepa A.D. 400 
Bahlum I 572-583? Late Motiepa 

South altar platform 
Kan-Ik 583-604 North Substructure Buildings Late Motiepa 

South Substructure Buildings 

House E 
Aahc-Kan 605-612 Otolum A.D. 600 
Zac-Kuk 612-615 
Pacal the Great 615-683 House B 

Northwest Court first platform occupation 

House J 

House K 

House C 

House L ?? 
Chan-Bahlum II 684-702 House A Murcielagos A.D. 700 
Kan-Xul II 702-711 House D 

House A-D 

East Court completed 

North Substructure Stairs and Tiers 

Tower ? 
Chaacal Ш 122-2 Tower Court 
Chac-Zutz’ 723- Tower Court 

Post 730 
Kuk II 764- Balunte A.D. 770 
Post 783 House G 

House H 

House F 

House I 

Toilets 

Steam baths 

Outer facade of Palace 

South Stairs by Tower 
Cimi-Pacal 799-? No known buildings assigned 

Rooms on Southwest corner at 

Plaza Level, west side? 850 


TABLE V 
DIMENSIONAL COMPARISONS— 
HOUSES A be, О, EE G H 


Outer Wall Floor to 
House/ Pier Thickness Room Span Vault Spring Height Width Depth 
House E 59-60cm 244cm 262-264cm 
House B 94.5cm 240cm NE 304-315cm 
419cm NW 
Pier A 287cm 165.5cm 94.5cm 
Pier B 287cm 157cm 92cm 
Pier C 290cm 155cm 92cm 
Pier D 287cm 165.5cm 94cm 
House C 91cm 270-275cm 297-300cm 
Pier A 265cm 157.5cm 93cm 
Pier B 268cm 157.5cm 92cm 
Pere 269cm 156.5cm 91.5cm 
Pier D 268cm 156.5cm 91cm 
Pier E 273cm 153.5cm 89cm 
Pier F 268cm 153cm 91cm 
House A 91cm 230cm West 300cm 
225cm East 
Pier A 281cm 185cm 90cm 
Pier B 279cm 185cm 90cm 
Pier C 279cm 185cm 91cm 
Pier D 280cm 185cm 91cm 
Pier E 282cm 185cm 91cm 
Pier F ? ? ? 
House D 90.5cm 215cm 300cm 
Pier À 2 174cm 2 
Pier B 273cm 185cm 90.5cm 
Pier C 273cm 185cm 90.5cm 
Pier D 278cm 185cm 90.5cm 
Pier E 275cm 185cm 91.5cm 
Pier F 280cm 185cm 93cm 
Pier G 273cm 185cm 90cm 
House G 62cm 98cm 213cm 
House H 62cm 250-253cm 213cm 


House F 57cm 250cm 216cm 
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Pier G, xiii, 51, 52, figs. 246-251; Pier 
J, xiii, figs. 252-256; uniqueness, 50 

House D, 32-49; Pier B, xii, 34-36, figs. 
146-160; Pier C, xii, 36-39, figs. 161- 
181; Pier D, xii, xiii, 39-43, figs. 182- 
212; Pier E, xiii, 43, 44, figs. 213- 
220; Pier F, xiii, 44-47, figs. 211-237; 
Pier G, xiii, 47, 48, figs. 238, 239 

House E, 3; uniqueness, 3, 4 

House F, 83, 84 

Houses G, H, xvi, 80, 82, 83, figs. 389- 
394 

House I, xvi, 82, 84, figs. 399-406; pier 
sculpture, 84; sculptured figure, xvi, 
hgs. 399, 400 


iconography, 38, 95. See also cauac, 
color, Ik, motifs, Principal Bird Deity 

Ih: as architectural opening in wall, xii, 
xvi, 8, 9, 33, 80, 83, 84, 91, 92, figs. 
144, 394; in cap of god, 36; on cos- 
tume, xi, 23, fig. 94; as earplug, 46; 
as pectoral, ix, 18, 42, fig. 43; sign of 
three, 56 

Ik god, 49; in headdress, xii, fig. 163; as 
pedestal, xii, figs. 159, 160; as throne, 
46; variant of, 45 

incense bags, x, 19, 21, 46, figs. 74, 75; 
human heads, 15 

inscriptional texts: length of, 54; on 
hieroglyphic stairs, xv, 66, fig. 319; 
on House A, Pier A, 5, 13 

inscriptions: across buildings, 3; over 
House D piers, 47, 48; over House A 
piers, xili, 5, 12, fig. 241 

intentional mutilation, 62, 65, 66 

Introductory Glyph, 56 


Jade god, x, 48, 49, fig. 56; on costume, 
19 

jade heads, 15 

Jaguar God of the Underworld, 49; in 
headdress, 52, 69 

jaguar skin: belt, xiii, fig. 225; boots, 
36, 37, 45; as clothing, x, 14, 18, 35, 
fig. 49; skirts, 24; stretch holes, x, 18, 
fig. 50 

jaguar tail: as clothing, x, xii, figs. 50, 
51, 158; hanging from skirt, 35; in 
headdress, xiii, 52, 54, figs. 250, 251 

jaguars, 14 

Jansen, Horst W., on doors, 25 

Javelina, 75 

jester god, 41 

jeweled serpent, xii, figs. 173, 174; in 
headdress, 37 

jeweled serpent tree, 49 

Joralemon, David, 66 


Kan-Bahlum-Mo’, 117 
Kan-Xul I, 52 
Kan-Xul II, 77, 90, 94; capture, 32, 53; 


events in life of, 6, 55, 57; genealogy, 
6, 55, 112 (Table II), 116, 117 (Table 
Ш); name glyph, xiii, xiv, 52-54, figs. 
256, 281; North Substructure tier 4, 
71, 72; portrait, xiv, xv, 22, 52, figs. 
271-273, 342, 346-350; relation to 
parents, 57; titles, 55, 60; Tonina 
Stone, xili, fig. 260 

Kelley, David H.: on Axe-Eye, 46; on 
directions, 30; names, 69; on Triad 
gods, 60 

keyhole niches, 7. See also architecture 

keyhole openings, ix, 9, 27; similarity to 
medallions, 27. See also architecture 

knife, 53 

Kowalski, Jeffrey, 77 

Kubler, George, 50 


Lady Beastie, 60 

Lady Kan-Ik, 3 

late buildings, xvi, 78, figs. 395-398, 
417 

le leaf: as ear piece, xii, 40, figs. 189, 
190 

leg straps, A-B, ix, 15, 19, fig. 26 

Leopold, A. Starker, 14 

leveling float, 10 

linear quality, 9, 14, 21 

living quarters, 83 

long-lashed god, xii, 49, 53, figs. 163, 
165 

"Lord of the Mat," 44. See also mat 

Lounsbury, Floyd, 47, 60 


Maler, Teobert, xv, 66, fig. 317 

mansard roofs, ix, fig. 12 

Marquina, Ignacio, 50 

masks, 10, 51; on pier pedestals, 36; on 
roofs, 8; as thrones, 36, 46 

mat, 15, 44 

Mathews, Peter, 66, 77; on House A, 
Pier A inscription, 5, 13; on inscrip- 
tion over House D piers, 47, 48; re- 
constructed text over House A, xiii, 5, 
12, fig. 241; text of hieroglyphic 
stairs, xv, 66, fig. 319; on throne of 
Oval Palace Tablet, 57 

Maudslay, Alfred P., 19, 22, 27, 41, 42, 
47; belt head, x, fig. 54; corrections 
to, 104, 105; eastern side of Palace, 8; 
hieroglyphic stairs, 66; House A, ix, 
figs. 14, 15, 18, 32; House A, Pier A, 
ix, fig. 18; House A, Pier B, ix, fig. 
32; House D, 32; House D, Pier D, 
xiii, 32, fig. 203; missing glyphs, 47; 
missing parts, 19; missing sculpture, 
22, 41, 42; Palace from southwest, xi, 
fig. 139; skirt, x, fig. 83; Tower, xvi, 
77, figs. 382, 383 

medallions, xi, 25-31, figs. 112-138b; 
construction methods, 26; early names 
on, 28, 30; reconstruction, xiii, fig. 
241; similarity in Olvidado, 30; snag- 
gletooth dragons, 44 

methodology: of paint, 11 
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Miller, Jeffrey: on serpent/Quadripartite 
Badge, 37; on xoc, 36, 37 

mirror: in bell, 42, 52; on god's cheek, 
46; in knife, 53; in le leaf, 41; on 
mat, 15; in "party popper,’ 45; sculp- 
ture, 19; in water group, 39 

missing parts, x, 104, 105, figs. 54, 56, 
83 

missing sculpture, xiii, 19, 20, 21, 22, 
27, 41, 42, 47, 104, 105, figs. 202, 
203 

Moholy-Nagy, H., 42 

Monkey-Man God, 56 

Monte Alban, 62 

moon age, 57 

Moorish-type arch, see arches 

Morales, Alfonso: on medallions, 31; on 
Tower phenomenon, 80 

mortuary benches, 92 

motifs, 58 

Munsell Book of Color, 11, 12, 20, 54, 
99-103 

murals, 3; Santa Rita, 33 


narrative composition, 33 

North Palace Substructure, xv, figs. 337- 
25:9 

North Substructure stairway, xv, 70, fig. 
356 

North Substructure tiers, xv, 70-73, figs. 
339-356 


ocelots, 14 

Ogee-trefoil arch, ix, 7, fig. 8; similarity 
in medallions, 27. See also arches 

Olvidado, 9 

Oval Palace Tablet, 39, 55, 79, 86, 90; 
accession data, 57. See also accession 
plaque of Pacal 

oversize sculpture, 70-73 

owl, 6 


Pacal I, 34, 116, 117 

Pacal Il, 4, 112-117; birth, 66; geneal- 
ogy, 4, 17, 112-117 (Tables II, Ш); 
hieroglyphic bench, 87; name glyph, 
xiv, 60, fig. 279; portrait, xiv, 20, 22, 
40, 42, figs. 270, 271, 274, 275; on 
Sarcophagus Cover, 38; in Under- 
world scene, 39 

Paint, xii, 54, 69, 99-103, fig. 187; com- 
parison of, 12; final coat, 72, 73; fra- 
gility of, 53, 54; House A piers, 12, 
13, 15; Houses A-D piers, 52-54; 
House D piers, 36, 40; medallions, 
26-31; North Substructure, 70, 73; in 
Palace, 111 (Table I); procedure of 
painting, 53; repainting, 11, 12, 13, 
73, 95; sequence of application, 11, 
54, 73; techniques of, 54; Tower, 77; 
wash coat, 11, 12, 53 

Palace: southwest corner, xvi, fig. 417 

Palace complex, ix, 3, figs. 1, 2, 3, 4; air 
views, 1-4; East Court, 51, 61; from 
north, xv, fig. 337; from southwest, 
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xi, xii, figs. 139, 140, 141-143; 
growth, 94; late structures of, 82-85; 
location of sculpture and painting, 
110 (Table 1); nucleus, 95; with 
Tower, xvi, figs. 378, 379; Tower 
Court, 77 

Palace Tablet, ix, xiii, $4-60, 86, 92, 
figs. 261-263, 264-284; text; SS 

Palenque Emblem Glyph, xiv, 42, 60, 
figs. 278, 280 

Palenque Triad gods, 57 

Panofsky, Erwin, 71 

paperdoll figures, 10, 23 

parrott, 69 

patterns, ix, fig. 32; House A, xi, 10, 16, 
fig. 98; for medallions, 26, 29 

peccary, xv, xvi, 52, 74, 75, figs. 360, 
365, 366 

pectorals, 35; human head, 42, 64; Ik, 
ix, x, 18, 43, 44; jaguar, 58; a skull, 
68, 69 

pedestal bases: geometric symbols, xiii, 
43, fig. 212; House D piers, 36, 38; 
for piers, 33, 34; as Underworld 
scenes, 43; water glyphs, 44; water 
group heads, 46 

pedestal border, as Underworld, 46 

personified tree god, xii, 37, 41, figs. 
163, 193; 199 

pigtail, x, 14, 20, 35, 57, fig. 66 

Pio Perez Dictionary, 46 

pishalal hats, 45 

plants, xi, xii, 30, 38, 39, 46, figs. 135, 
176 

polydactyly, x, 10, 21, fig. 73. See also 
deformities 

Pope, Clifford H., 84 

portrait busts, 25 

portrait gallery, 26 

portraits, 116, 117; Ahpo-Hel in Under- 
world, 39; Chan-Bahlum I, 22; Chan- 
Bahlum II, 20, 21; Chan-Bahlum III, 
23; House A, Pier D, 24; House A, 
Pier E, 22; Kan-Xul, xiv, figs. 271- 
273: Kana ul ID ху, 225 52, 715 725 
figs. 342, 346, 347, 349, 350; in me- 
dallions, 25; Pacal, xiv, 20, 22, 40, 
figs. 270, 271, 274, 275; Zac-Kuk, x, 
17, 20, fig. 68; Zac-Kuk in Under- 
world, 39, 41, 42 

preformed stucco, 12 

Principal Bird Deity: on Cross Group 
Tablets, 19, 20; in headdress, 24; on 
House B throne wall, 20; in House E, 
20; on Sarcophagus Cover, 20, 38; 
stucco sculpture, 48, 49 

prismatic carving, 63, 65 

prisoners, 62 

privacy, xvii, 79, 88, 89, fig. 426 

proportion, 15, 40; East Court figures, 
63, fig. 293; of head, 71 

Proskouriakoff, Tatiana, 76 


Quadripartite Badge: as backpack, xiii, 
42, figs. 209-211; in god's hat, 52; 
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Quadripartite Badge (cont.) 
North Substructure panel, xv, 
figs. 340, 341, 345 

Quadripartite God, 48, 49; in arm, xii, 
36, 37, figs. 171-173; in headdress, 
17, 18, 43; on hieroglyphic bench, 87; 
as sign, xv, figs. 340, 341, 345 


TOSET 


Rands, Robert L., 3, 74, 77, 78 

realism, 9, 24; House A, Pier C, 22; 
House D, Pier F, 45; House D piers, 
34 

reconstruction: of medallions, xiii, fig. 
241; Southeast Court, xvi, figs. 395, 
396 

reconstruction paintings, Palace from 
north, xv, fig. 356 

reviewing seats, 61 

Rio Bec, 89 

Robertson, Donald: comparative style 
East Court and danzantes, 62; on 
methodology, 60; on “prismatic carv- 
ing,” 63, 65; on register space, 33; 
style, 61 

Robertson, Martha, 8, 63 

Robicsek, Francis, on mat symbols, 44 

roofs, 3; construction, 7, 8; mansard, 7, 
8; sculpture on, 3; stone thatch, 3 

round/square window, 81 

Rovner, Irwin, 29 

Roys, Lawrence, on vaults, 7 

Roys, Ralph, 36, 37 

rulers, 94; genealogy, 112-117 (Tables 
Il, Ш). See also individual rulers 

Ruz Lhuillier, Alberto: on Palace Tablet, 
54; on Tower, 3, 32, 77, 78 


sacrifice, xiii, fig. 204; autosacrifice, 39; 
beheading, 33, 35, 44; bundles, 28; 
conch-blood sacrifice, 47; East Court, 
65, 66; House D, Pier С, 36; on 
North Substructure tiers, 71; on pier 
sculpture, 33; “three-knot” perforator, 
39; in Underworld, 42 

Saenz, César, 50 

sanctuary, xvi, fig. 398 

sand fill, in front of sculpture, 71, 78 

sandals, 21, 76, fig. 52; for clubfoot, 40; 
construction of, x, xi, 19, 23, figs. 52, 
96 

Scandizzo, John R., and Marjorie S. Ro- 
senblum Scandizzo, 10 

scarification, 37 

"scattering motifs” as blood, 39 

Schele, Linda, 4, 5, 54, 57, 59, 77, 87; 
celestial monster, 68; on chronology, 
77; on House A, 3; on personified 
tree, 41; on water symbolism, 28, 38; 
on Xoc's accession, 55 

schools of sculpture, 94, 95 

Scott, John, 62 

scribes: patron of, 56 

sculpture: changes made, 34, 41; chron- 
ological sequences of, 11; conforming 
to stone, 63, 67; considering the 
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viewer, 33; construction method for 
belt, 41; crude, 62, 63; deliberately 
cut, 63; illusion, 38; larger than life- 
size technique, 38; locating bounda- 
ries, 10, 11; methodology of, x, xi, 
хіі, 11, 14, 18, 21, 24; 35, 44, 45, 
52. 53, 60, 63, 71, 74, 75, figs. 45-47, 
53, 71, 72, 85, 95, 97, 100-106, 207, 
227; methodology for making medal- 
lions, 26, 27, 29; naturalism, 72; 
overlapping forms, 63; in Palace, 111 
(Table 1); procedure for making 
hands, 43; proportion, 40; replace- 
ment of, 63, 77, 98; scratched-in lines, 
18, 21; sequence of in costume, 9; 
stucco, Greek methods, 11; style 
changes, 3; techniques, 18, 19, 23, 24, 
33; thickening of areas, 41; three-di- 
mensional, 66; three-dimensional 
heads, 71, 72, 75; tools, 29; undercut- 
ting, 34; wall painting, 32 

sculpture techniques, use of hands, 28 

sculptured figures, Tower wall, 78 

sculptured heads, 72 

serpent-birds, 52; in headdresses, 10 

serpent cartouches, 25 

serpent door: House I, xvi, 90, figs. 401- 
406; sculptured, 84 

serpent dragon, xi, figs. 125, 127, 131, 
133 

serpent staffs, 15 

serpent wing, xiii, 23, 52, 53, figs. 248, 
249; in headdress, x, 19, 43, figs. 59- 
61 

serpents, 84; cylindrical tube, 57; as 
doorframe, xvi, figs. 401-406; medal- 
lion cartouche, xi, 25, 26, 31, figs. 
112-138b 

shamanism, 62 

shark, 37 

shell: in border, 36; dangling from ser- 
pent, 37 

sighting devices, 33 

skyband borders, x, xi, 10, 12, 13, 16, 
20, 22, 24, 39, figs. 108, 109; House 
A, Pier Ay ix, fig. 11 

snaggletooth dragon, 25, 26, 27, 28, 42. 
See also vision serpent 

south, 29 

South Subterranean building, 88 

Southeast Court, 82 

spear, 52 

Spondylus shell: on backpack, 42; as 
costume, 36 

spring equinox, 80, 81 

stacked bars, xii, figs. 169, 178, 234; on 
House D piers, 37; on medallions, 28 

steam baths, 79, 80 

stingray spine, xii, 37, 42, 43, fig. 173 

stone sculpture, methodology, xiv, fig. 
314 

stone thatch, 3, 4 

Stuart, David, on ancestral blood, 39, 
43, 47 

stucco thickness, 53 


style, 9, 61 

submission, 68 

subterranean passage, 82 

Sun God, 38; glyph, 68; in headdress, x, 
sail 20) AL 52, 72.895.162: 77, 78, 
82, 250, 251; hieroglyphic block, xv, 
fig. 334; pier border, 16; South Sub- 
structure altar, xvi, fig. 410; stucco 
sculpture, xv, 48, 85, fig. 349 


Tablet of 96 Hieroglyphs, 81, 87 

tattoo, House A, Pier B, 16 

templates, 26 

Temple of the Lion, 93 

Thompson, J. Eric S., on House A, Pier 
A, 13, 38, 47, 66 

three-dimensional, 9; axe, xii, figs. 197, 
198; casita head, 75; East Court, 67, 
68; flower, 41; House A, 14, 23; 
House A compared to House A piers, 
9; House D piers, 9, 34; head, West 
Court, xvi, figs. 367, 368; legs, House 
A, 18; medallion heads, 25, 31; por- 
trait head, 72; shell, 42; stingray 
spine, 37; stucco sculpture, 3, 60, 94 

thrones, xiii, 86, fig. 230; Cauac, xvii, 
90, 91, fig. 433; Del Rio, хуп, fig. 
431; head of god, 46; House B, xvii, 
fig. 433; Palace Tablet, 59, 60; on 
roofs, 3, 8; serpent door, xvii, fig. 
432; as stacked mats, 59, 60; sup- 
ports, ix, fig. 13 

tied-bag motif, 28. See also bundles 

Tikal, 13, 38, 89, 93; Curl Snout, 69 

time, recording of, 55 

Tlaloc, in loincloth, 41 

toilets, xvi, 74, 75, 78, 79, fig. 386 

Tonina, xiii, 32, 53, 55, fig. 260 

tools, 29 

Tower, xvi, 77, 81, figs. 378-385; bench, 
xvii, fig. 430; chronology, 77, 79, 118 
(Table IV); early photographs, 32; fig- 
ures on east wall, xvi, fig. 384; plan, 
xvi, fig. 385; purpose of, 80, 81 

Tower Court, 74, 82, 83; toilets, xvi, 
fig. 386 

traffic control, ix, xvii, 79, 82, 91, figs. 
6, 434, 435; East Court, xiv, 51, 61, 
fig. 285; House D, 32 

Triad gods, xiv, 60, figs. 282-284. See 
also GI, GIL, СШ 

tribute, 66 

trophy head, 21 

turkey glyph, xi, 28, fig. 129 

turtle glyph, 69 

twin jester gods, ix, xi, xii, 15, 23, 30, 
48, 49, figs. 27, 92, 228, 229: on 
forehead, 45; in headdress, x, figs. 63, 
64 


undercuts, xii, xiii, 41, figs. 197, 200 

Underworld: activities, 33, 36, 38, 39, 
46; bird, 27; clothing worn, 14; color, 
29, 30; on House D piers, 34; pedes- 


tal base, xii, 33, 36, 43, 45, 46, fig. 
169; plants, medallion, 28; stacked 
bars, 37 


vault beam spanning doorway, 88 

vaults, 7, 50; construction of, ix, 8, 50, 
fig. 12; cuts in, 83; keyhole, tx, fig. 9; 
low, 83; truncated openings, 83 

Venus: in border, 24; dragon bird, xi, 
figs. 120, 121; god on pier, 36; hiero- 
glyphic bench, xvii, 87, fig. 421; on 
medallion, 27, 29; in skyband border, 
xi, fig. 108; South Substructure altar, 
xvi, figs. 415, 416; stucco sculpture, 


xvi, fig. 366; stucco sculpture as a fig- 


ure, xv, fig. 364; stucco sculptured 
panel, 85; in Tower, xvi, 77, 80, fig. 
380; West Court sculpture, 74 


INDEX 


Villagra, Agustin, 62 

vision serpent, 41 

Vitruvian measurements, 71 
Vogt, Evon Z., 45 


wall painting, 3, 32, 90 
water group, 39 


waterlilies, xi, xii, 46, figs. 91, 232, 234- 


236; in headdress, x, 10, 22, 24, 59, 
fig. 80; on medallions, 28; in pedestal 
base, xii, 38, fig. 177-180 

Waterlily God, 38, 46, 49 

Waterlily Jaguar, on throne, 59, 60 

‘waterlily pad/fish nibbling” motif, 58 

water symbols, 28, 43, 47 

West Court, xv, xvi, 74-76, 82, figs. 
357-377; glyph blocks, xvi, figs. 374, 
375 
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Xoc: genealogy, 54, 55, 116, 117 (Ta- 
bles II, Ш) 

xoc, fish, xiii, 37, figs. 201, 208; on belt, 
42; emblem, 36 

xul, animal, 52 

Xupa, 12, 54 


Yaxchilan, 39, 42, 95 
yellow as Underworld color, 29, 30 


Zac-Kuk, ix, 59, 116, 117, figs. 41, 43; 
genealogy, 17, 20, 112, 116, 117 (Ta- 
bles II, III); portrait, x, 17, 20, fig. 68; 
proportions, 10; Underworld portrait, 
39, 41, 42 

zapote wood, 25 

Zinacantan, 45 


x from the north. 
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2. Air view 


3. Air view of the Palace Complex from the southeast. 
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4. Reconstruction drawing of the Palace Complex from the southeast. 
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5. Chronological sequence of building activity of the Palace Complex. 
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6. House A, Piers B and C. Entrance to the East Court on the right. 
Note throne on the roof. 
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through House A. 


9. Keyhole opening in vault of western corridor of House A. 


11. Shallow keyhole vault niches in eastern corridor of House A. 


12. Palenque’s mansard roofs are parallel to slope of the inner vault. 


13. Throne supports on the western roof of House A. 


14. House A, eastern face which shows steep perpendicular wall in front of piers and no stairway, 1889. 


15. Southeast corner of the Palace Complex shows corners of steep walls of terraces, 1889. 
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16. House A, Pier A. 
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17. House À, Pier A. 
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House A, Pier A 
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19. House A, Pier A. Portions of glyphs B3 (top) and B4 (bottom). 


20. House A, Pier A. Portions of glyphs C8 and D8. 


21. House A, Pier A. Portions of 
skyband border. 
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COLOR BLACK 
WEST 
I.S.I.G. 9 BAKTUNS 819 DAY COUNT 
GOD K 
CENTER 
DIRECTION 
11 KATUNS 15 TUNS 
HAS TO BE WEST OF THE SKY 
15 UINALS O KINS 
OR OR 1 CHUEN 19 POP 
14 UINALS 19 KINS 
INTRODUCTORY VERB OR 
5 AHAU 8 TZEC GLYPH 
(As firs! proposed by Berlin in 1965) TOA VERBAL CHRONOLOGICAL 
OR OR 
CHRONOLOGICAL COUNT 
4 CAUAC 7 TZEC COUNT 
G II GLYPH D 
AND 
GLYPH F THE NUMBER OF DAYS 
IN THE MONTH 
LUNAR SEMESTER NAME 
GLYPH E 
GLYPH C 
GLYPH X GLYPH B NAME NAME 
MOON D.N. P.E.G. 
NAME 
OR 819 DAY COUNT 
GLYPH A 3.9 
UR TITLE 
3.8 
30 KINS 
2 POSSIBILITIES 9.11.15.15.0 5 AHAU BTZEC (As lirsi proposed by Berlin 1965:340-341) 


A 2nd solution which must be considered (Mathews) 9.11.15.14.19 4 CAUAC 7TZEC 
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25. House A, Pier B. Legs of standing figure. 
Note perfectly straight front to legs. 


26. House A, Pier B. Outline of crossed leg straps 
can be clearly seen. 


27. House A, Pier B. Back-to-back twin jester gods 28. House A, Pier B. Head worn at back of 
in headdress. figure's belt. 


29. House A, Pier B. God K head on staff with red, blue, and yellow paint. 


House A, Pier B. Jaunty little Ahau figure on top of feather topknot of God K. 


Ahau figure 
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` Tongue 30. House A, Pier B, God K. 
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Photo by A. P. Maudslay 1889 
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ere formed from patterns. 
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33. House A, Pier B. 9cm thick stucco was added to the already formed wrist of right figure. 
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34. House A, Pier B. Only sole of foot is visible beneath thigh. 


36. House A, Pier B. Long beads of 
belt are flat. 


€. 


nos 


, 


Hres 


g 


nostril of fi 


all holes drilled below 


Pier B. Note three sm 
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38. House A, Pier C. 


| 


CHIN TO HAIRLINE Io 


x c: 
CHIN TO EDGE OF MOUTH ——— 25cm 
ar 
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39. House A, Pier C. Seated figures compared. 


9 


eS 


Kuk wears the Quadripartite Badge in her headdress. 


Biene. Lady Zar 


41. House A, 


= crossed bands- blue 
a 


a 1 3 part plant element -red 


nose curl -red 


kin (sun)- 


long lip or nose- 
blue 


red 


shell -red_ 


molar tooth -red 


eye -red =" 
forelock -red 


ear ornament beads -blue 


C Nair sped 


/ 


deep hole 79mm 2 


42. House A, Pier C. Quadripartite Badge 
in headdress of figure. 


44. House A, Pier C. Lady Zac-Kuk's 
pectoral in shape of an Ik. 


43. House A, Pier С. Lady Zac-Kuk wears a beaded cape and skirt and a pectoral with an Ik, 
jade bead belt, and wristlets. 


light red wash 


CT soft stucco applied to bead 


ROUND BEAD 


this bead 
set back 


alt 45°angl 


FLAT BEAD 


round beads ned. 


long beads blue 


\ holes to anchor beads 


— sash and tie hoid skirt in place 


45. House A, Pier C. Wristlet was formed of 47. House A, Pier C. Method of forming and placing beads on 
5cm thick stucco over already formed wrist. sculpture. 


46. House A, Pier C. Skirt was formed on top of rump and thigh of figure. Note holes where 
round beads were to be placed. 


48. House A, Pier C. Edges of stucco long beads can be seen even when beads are missing. 


49. House A, Pier C. Central figure 
wears a short jaguar or ocelot skirt 
with tail hanging down the back. = 


feather trim 


jaguar marks- yellow 
this edge goes back 1.7-2.3cm 


almost perpendicular to leg 


“stretch holes" 


deep cut 6mm deep 


6mm diam 


51. House A, Pier C. Jaguar tail 
of skirt. 


anging to the rear of the figure`s skirt. 


50. House A, Pier G. Stretch holes can be seen in the jaguar tail h 


leg straps of jaguar skin 


puttee portion separate 
trom boot heel < 


___ bow is part of leg strap 
4 


boot tie is part of leg 


ankle tie goes under boot lo 


strap E 


toe thong 


leather heel 


\ 
\ basket weave sole 


52. House A, Pier C. Sandals are a complicated arrangement of flaps and 
crosspieces attached to heel. 


53. House A, Pier C. Hand is constructed of 2cm thick stucco laid over 
original wrist sculpture. 


54. House A, Pier C, 1889. Originally a belt head was at back of figure but it is now missing. 


f: 


4 \ а 
А! FRA Eye N successive coats of red 
ri Vx 
Ys 151 
t LU X ) геа 
à Si w 2nd blue. === x 1st red 
SE 8rd red 2nd blue 
ha 4th blue 3rd red 
n 4th red 
5th red 
\ final coat outer rim blue 


cheek out 3cm 


Idem deep 


1st red 
2nd blue 
3rd red 
4th blue 


deep cut 


| 


55. House A, Pier C. A large “mirror” hung 56. House A, Pier C. Jade god has many superimposed layers of paint on it. 


from the belt of the standing figure but 
was stolen in 1979. 


ee 


У air space : 
\ 222: ' portion of loincloth extends out 2cm beyond pier 


this edge goes back 2cm — 
deep undercut 2.5cm to here —— 


bright red paint 


depressions E 


where beads would have been placed 


House A, Pier C. Loincloth of standing figure. 


n 
N 


Мат" p 


58. House A, Pier C. Massive headdress and God K staff of standing figure. 


-—leathers- blue 


leathers -blue 


serpent! wing 


E 3 ` "Principal Bird Deity” 
j Pa _ supraorbital plate 
water lily plants ` ГА 
yellow = A „== tooth-red 
a N. 
\ >= 
rezza 


— yellow 


60. House A, Pier C. Serpent wing in headdress. 


61. House A, Pier C. Serpent wing attached 
to mosaic helmet. 


feathers -blue 


red 
— bright red 
red 
Cfa (IC, 

ist -red 

2nd -blue 

final -blue 

63. House A, Pier C. Twin jester gods on top of helmet are 64. House A, Pier C. Twin jester gods 


jcined at their backs. in headdress. 


65. House A, Pier C. Complex headdress rests on top of a row of overlapping shells 
while forelock of hair is drawn through floral disk. 


Ribbon -1st red 


2nd -blue 


Pigtail -red 


pressed in with finger to indicate 
\ 


that braid goes in back of pigtail x 


strands of hair all line up 


the only place where strand 2 


goes over strand 1 


knot out 3.5cm 


rolls back,indicating 


knot goes around pigtail 


66. House A, Pier C. Pigtail wound with 
strands of ribbon and tied with bow. 


68. House A, Pier G. Paint on 
Lady Zac-Kuk’s face matches a 
10R 6/6 Munsell color chip. 


blue 


Hive Xe Гн BIS 
e / vue ZN vie 
OF SOS 
i о 


` `< \ х, 
Е - : - - 
N \ x N N red x= orange 
blue \ \ 
\ blue orange and red blue ls LA over blue 
rad pede 


blue ind red 


UPPER RIGHT 


UPPER LEFT 


67. House A, Pier C. Skyband border shows much evidence of color. 


blue 


69. House A, Pier D. 


100cm4 
90 7 
80 
70 


Р Gen 


70. House A, Pier D. 


71. House A, Pier D. Jaguar skirt was 
built up layer by layer. 


3. House A, Pier D. Figure has six fingers on right hand. 


7 CUMMERBUND 


7 out 9mm from body 


— his area on top of 
^ / this area 
MA 


raised area, 
IIS but lower than leg 


[saa 


this jaguar spot on lower level o) 


© 
holes 1.3cm diam > O — out 1,9cm from leg 
1.8cm deep O ) 
кс @ 


@ 


LEG very flat 


72. House A, Pier D. Sequence of stucco build-up at skirt area. 


cord handle for bag — 


hand with 6 fingers — 


lett arm 


knot de 


head of incense bag blue — 3 USE 
С> 


$ 


\=— flexible ear piece 


| — red on ear 


feathers blue 


75. House A, Pier D. Incense bag. 


74. House A, Pier D. Incense bag depicting human head hangs from figure’s hand. 


Sa a 


76. House A, Pier D. Figure was fully formed nude and then clothes and 
paraphernalia were added. 


^ Nx ` 


at end of skyband in headdress. 


78. House A, Pier D. Ahau figure with two flares standing on top of head 
is perched on top of Sun God. 


80. House A, Pier D. Little fish nibbles waterlilies in headdress. 


81. House A, Pier D. God K with wide-open mouth has flare piercing his hat. 


address. Note pronounced brow of figure. 


ier D. Sun God is focal point of he 


P 


5 


House A 


83. House A, Pier D, 1889. This beaded skirt worn by right figure is no longer present. 


— NN à 


84. House A, Pier D, 1889. Note glyphs over pier and indentations just under skyband border, which would 
have helped secure top feather to background stucco. 


core of large partially shaped stones of interior of pter. 


r 


House A, Pier D. Missing stucco reveals inne 


85. 


86. House A, Pier E. 
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87. House A, Pier E. 


88. House A, Pier E. This slim young lord is the only sculpture with complete head remaining on House A. 


89. House A, Pier E. Figure has exceedingly large nose and receding chin. 


90. House A, Pier E. Overlapping 


shells form base of headdress. 


91. House A, Pier E. Fish sucks on 
waterlily. Section of shell is 
incised on body of fish. 


92. House A, Pier E. Twin jester gods in headdress. 93. House A, Pier E. God K on staff. 


94. House A, Pier E. Mosaic pattern of cape has an Ik at rear. 


96. House A, Pier F. Well-formed foot of standing figure showing sandal thongs. 


95. House A, Pier E. Waist portion of standing figure. Scratched-in lines 
indicate where belt mask would have been. 


97. House A, Pier F. Unclothed figures resemble jointed paperdolls. 


98. House A, Pier E. Jointed pattern has been moved to give arms of figures different positions. 


99. House A, Pier E. Breast of left figure is accentuated. 


ES N е 
а E 
"e Sm. Š 


Fd 
È dd 


101. House A, Pier E. Tool has been pressed along a flat layer of stucco to form long beads of belt. 


102. House A, Pier E. Although left bead at bottom of belt 103. House A, Pier E. Scm thick head is 
appears oval shaped when seen from the front, it actually relatively flat. 
is full round but sculptured at back of belt. 


105. House A, Pier E. Head was 
formed almost to a point, similar to 
an ear of corn, before hair was 
sculptured on top. 


104. House A, Pier E. The only modeling on this head is at neck area. 


106. House A, Pier E. Scratch 
lines were made on shoulder of 
right figure to indicate 
placement of stucco for fingers. 


107. House A, Pier E. Hand rests 
casually on knee of figure. 
Thumb is hidden. 


108. House A, Pier E. Venus 
symbol in lower skyband border. 


110. House A, Pier E. Seated figures 
appear to be paying homage to 
standing lord. 


109. House A, Pier E. Akbal (night 
symbol in lower skyband border. 


IE 
| 
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100cm4 


907 


804 


707 


604 


507 


404 


104 


111. House A, Pier C. Red, blue, and yellow were the only colors used on stucco sculpture. 


113. House A. A row of thirteen medallions framed the upper portion of western wall of eastern corridor. 


114. House A Medallions would have been background for piers on eastern face of building. 


115. House A, Medallion 10. All 
medallions are serpent body 

cartouches with serpent heads emerging 
from four corners. Busts of human 
figures occupied centers. 


117b. House A, Medallion 1. 


117a. House A. Medallion 1. 


House À, Medallion 2. 


118b. 


118a. House A, Medallion 2. 


ul 


119b. House A, Medallion 3. 


119a. House A, Medallion 3. 


0 10 20 30 40 50cm 
L 1 — 


120. House A, Medallion 3. Venus dragon bird. 


21. House A, Medallion 3. Venus bird and serpent. 


1 


123. House A, Medallion 3. Crosshatched area 
in cartouche. 


124b. House A, Medallion 5. 


124a. House A, Medallion 5. 


125. House A, Medallion 5. Serpent with blue 127. House A, Medallion 5. Serpent dragon detail. 
bundles underneath. 


126. House A, Medallion 5. This bundle was painted yellow. 


128b. House A, Medallion 6. 


128a. House A, Medallion 6. 


0 10 20 30 40 soem 


129. House A, Medallion 6. Turkey glyph. 


130b. House A, Medallion 7. 


130a. House A, Medallion 7. 


ro 
L 
È 
L 


TARE 


131. House A, Medallion 7. Serpent in upper left quadrant. Note curving teeth at the end of lip 
and wavy (bone) lines on upper lip. 


Medallion 8 


5 


132b. House A 


. House A, Medallion 8. 


324 


1 


133. House A, Medallion 8. Serpent has skeletal bone for upper lip. 


134b. House A, Medallion 10. 


134a. House A, Medallion 10. 


135. House A, Medallion 10. Yellow plants emerge from top of cartouche. 


House A, Medallion 11. 


136b 


, Medallion 11. 


House A 


136a. 


50cm 


, Medallion 12 


House A 


137b. 


137a. House A, Medallion 12 


50cm 


138b. House A, Medallion 13. 


138a. House A, Medallion 13. 


Ост 


139. Palace Complex from southwest, 1889. 


140. Palace Complex from southwest, ca. 1925. 


141. Palace Complex from southwest, 1957. 


142. Palace Complex from west, 1968. 


143. Palace Complex from southwest, 1973. 


144. Ik opening in House D viewed through Ik in House C. 


145. House D piers stand out against dark interior late in day. 


146. House D, Pier B. 


. House D, Pier B. 


148. House D, Pier B. Seated figure has a 
severe clubfoot. 


149. House D, Pier B. Clubfoot of 
seated figure. 


8cm 


deep holes red inside 


41cm \ 22cm 


cer formed ankle bone 
D [9] 


Y 


8cm 


S imprint of big toe in stucco - 
red 


151. House D, Pier B. Wasted leg muscles of left leg are noted by sculptor. 


152. House D, Pier B. Cummerbund and skirt. 
Note top lines of undergarment. 


Undergarment —~ 
\ 


О ста 


151 pink wash N 
2nd blue 
3rd deep pink 


Cumberbund 


depressed area 


Hand 


heel of hand 
thumb 


p 
x deep knee cut 
EER 


round depressions 
1.6cm diam. 
7; 6mm deep 
17 
ў 


These lines аге slightly ѕсоореа out 
as if made with a stick the size of a pencil 


Feathers 1st pink 2nd blue 
3 D 9 


Detail of skirt fringe 


153. House D, Pier B. Note how hand is made. 


$7 de л AR 


155. House D, Pier B. Note biceps of arm. 


156. House D, Pier B. Pigtail is pulled back away from head. 


ist red 
is 2nd blue 
3rd red 


blue | 


< 4 = 
DIT 
"= EN 


XY GS 
Hair nedi = UNTRR 
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deep cut — 


= blue 


blue 


N SANS 
XC NS 
man's haircut 


shaved area 


157. House D, Pier B. Hairdo of right figure. 


158. House D, Pier B. Little ahau figure hangs 
upside down from jaguar tail. 


159. House D, Pier B. Manifestation of the Ik god. 


ERA 
D 
L 
base stucco UR à 


projects out 3.5cm 


160. House D, Pier B. IË god. 


depressed 3-8mm 


161. House D. Pier C. 


100cm4A 
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162. 


Co 


House D, Pier C. 


163. House D, Pier C. Personified 
tree god perches in flower on top 
of the head of long-lashed god. 


^N "s god-all blue 


basket weave pattern 


three-dimensional underneath TARR 
S ime 


N > 


eye turns at three-dimensional angle 


blue 45° angle from front 


male haircut Ges 


164. House D, Pier C. Headdress of right figure. 


165. House D, Pier C. Long-lashed god worn as a headdress. 


166. House D, Pier C. Skirt is bordered with feathers and jade disks. 


arm fully formed 


under bead wristlet 


vivid blue 


knot and sash 


vivid blue This bead is under the 


mat on the loincloth 


pointed feathers swing to the left 


tiny depressions in the leg 


167. House D, Pier C. Beaded skirt with feather border. 


168. House D, Pier C. Multiple-motif 
dangle hangs from back of belt. 


169. House D, Pier C. Stacked bars under foot of figure indicate that he is standing in water at 
the top layer of the Underworld. 


4 holes 


1.5cm diam. 
5 mm deep 


( not rounded ) 


170. House D, Pier C. Feet of 


left figure. 4.2cm out from wall 


sole of sandal formed 
all the way around to wall 


Stingray spine ———————_ 
red = 
EN 

beads blue 


Crossed bands EN E Kin (sun) 
blue NX blue 


4-part Plant element 


red 
blue 


: ~ Eye 
Sai red 
Ear Сш 


172. House D, Pier C. Quadripartite God. 


171. House D, Pier C. Quadripartite God in crook of left figure’s arm. 


173. House D, Pier C. Jeweled serpent protrudes from stingray spine of Quadripartite God 
carried by left figure. 


half-completion sign 


` 


square corner se 5 
NE as _ square corner 
= 


q- Serpent 3 


a Shell 


Serpent 2 — 
Г = de Stingray spine 


red 


Serpents 


151 red 
174. House D, Pier C. Jeweled serpent. 2nd blue 


beads all blue 


175. House D, Pier C. Figures appear much larger when viewed from below. 


176. House D, Pier C. Paint foliation emerges from head of god. 


177. House D, Pier C. God is in the water Underworld of waterlilies. 


178. House D, Pier C. Waterlily buds and flowers in the form of Imix glyph fill Underworld lower register. 


179. House D, Pier C. Waterlily God in the Underworld. 


deep holes 


7mm diam. 
8mm deep SS / Anau god 
S 


MEL 
о 4 N 
SEIT 
N 
ei N 2 x Q) perfecty round 
Fr) ae probably a tube used 


— 2109. zag (line as. in 
bone emblem glyph 


center raised 5cm above earplug 


very deep cuts 


180. House D, Pier C. Waterlily God. 


Pier D. 


House D, 


181. 
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182. House D, Pier D. 


184. House D. Pier D. Clubfoot of left leg rests on ball of foot. 


tiny 2mm scratches 
made to hold stucco In place 


extends 3.5cm out from SAS 


red < 
= 


red —< 
183. House D, Pier D. Big 
toe hangs over specially made 
sandal for clubfoot. 


186. House D, Pier D. Figure has 
broad thick shoulders. 


thigh projects out 6cm 


thigh projects Scm out from base stucc 


straight line up from ankle for 15cm 1 Straight line up from ankle 


for 175cm 


big toe hangs over base ——Ə 
leaves big toe free 


N ` 185. House D, Pier D. Legs and feet of 
— shoe extends to end of foot E 
\ left figure. 


\_ shoe made to fit foot 


187. House D, Pier D. Beautifully proportioned head has a great deal of remaining red paint. 


mplicated hairstyle. 


e D, Pier D. Head of left figure wears co 


188. Hous 


189. House D, Pier D. Blue le leaf, designating continuance of ancestors, is worn as an ear ornament. 


190. House D, Pier D. Le ornament is attached to ear by small stucco cord pulled through hole 
pierced in ear. 


191. House D, Pier D. Five strands of blue hair fall over shoulder. 


192. House D, Pier D. Belt sash is secured by a 
stucco sculptured buckle. 


blue 
some red over 


list red - 
2nd blue 
3rd red 


Belt buckle functions as a present-day buckle 


193. House D. Pier D. Belt and buckle of 
standing figure. 


Beaded loincloth of left figure. 


House D, Pier D. 


194 


195. House D, Pier D. Loincloth falls over skirt and 
underwear layers beneath. 


196. House D, Pier D. Tlaloc loincloth design. 


Long Bead 


Mat Motif 


—— 2.2cm. Diam 


©. 


—— 2.6cm. Diam 


= Long Bead 


—— 2.cm. Diam 


Long Bead 


197. House D, Pier D. Undercut of axe makes it almost three-dimensional. 


198. House D, Pier D. Personified tree god in three-dimensional flower. 


200. House D, Pier D. Flower is completely undercut with petals one atop the other. 


blue 


three dimensional flower 


these two petals 
are from inner layer of petals 


199. House D, Pier D. Personified tree god in flower. 


201. House D, Pier D. Right figure holds serpent with both hands. Xoc fish can be seen below arm. 


203. House D, Pier D, 1889. Hand was intact at the time of Maudslay. 


204. House D, Pier D. Serpent is held by both figures, possibly as a sacrifice symbol. 


205. House D, Pier D. Lower Jaw of serpent 206. House D, Pier D. Diamond-patterned skirt over 
Is skeletal. fully formed legs. 


blue = 


three-dimensional arm 


-— Хос (fish) 
worn by women 


blue 


207. House D, Pier D. Scratched-in lines indicate where beads 208. House D, Pier D. Xoc fish worn as a 
would have been. belt ornament. 


209. House D, Pier D. Quadripartite Badge was worn on the back at shoulder level. 


212. House D, Pier D. Giant geometric symbols and kin (sun) center in lower register. 


gi top curls out 3.5cm 


Stingray spine - t 


Shell - red 
AR 


goes all the way in to wall 
at center 


Cimi -blue 
death X 
blue 


three-dimensional shell is 


у almost perpendicular to wall 
when viewed from left 


210. House D, Pier D. Quadripartite Badge. 211. House D, Pier D. Quadripartite Badge. 


213. House D, Pier E. 


110ст + 


214. House D, Pier Е. 


all portion of god in headdress. 


House D. Pier E. Sm 


105; 


2 


vivid blue 


jeweled headdress -blue 
supraorbital plate - blue 


blue =e 


D 
3 
[s] 
= 
o 
Ф 
c 
o 
о 


Qe 


(э 24 C ]2— —— eye - red 


upper lip - blue 


tongue, teeth - red 


Serpent wing - feathers - red 


the rest - blue 


Pier E. Headdress. 


y 


16. House D 


2 


218. House D, Pier E. Palm of hand 
Is placed upward. 


219. House D, Pier E. Kan glyph 
on border. 


220. House D, Pier E. Glyphs on 
bottom border. 


m 
90 


TO 


50 = 


40 4 


30 4 


0 e 
222. House D, Pier F. 


223. House D, Pier F. Belt with jaguar medallion. 


red CUMMERBUND-blue 


LOINCLOTH 
1st red 


2nd blue BELT all beads blue 


one layer below 


GOD-all blue 


Е СЕЕ this беаа 


224. House D, Pier Е. Belt of right figure. 


225. House D, Pier F. Jaguar belt emblem. 


226. House D, Pier F. Sandal. Note sole does not conform to arch of foot as 
specially made one on Pier D. 


È x 
depressed area اچ‎ (ә) 
, 
y cem < 


ahau beads - red 


о 


2 positive holes 


227. House D, Pier F. Long hanging 
necklace worn by right figure. 


— blue 


One ahau overlaps the other 
thickness of the ahau 


both are blue 


228. House D, Pier F. Twin jester god in headdress. 


ahau bone 
P v (an atribute of the jester god) 


AN | 2 forelocks protrude from 


h \ he mouths of the gods (blood?) 
SS t 
75° CSF 


The gods’ heads are set at an angle of To 

The division between the two gods is the line. 
(If folded on line A-B, the gods would be at a 
75° angle to each other). 


229. House D, Pier F. Twin jester god. 


230. House D, Pier F. Throne is an enormous head of the Ik god. 


4 
Cx W. me 
Anto ASI 


231. House D, Pier F. God of Number Six with axe in eye. 


<= Axe - head variant for Number 6 


deep nostril cut — 
\ 
`x 


very deep cut around eye 
eye is rounded 


blue 


deep cut — 


after the god's head was finished es. "tau tooth 


the bone ahau of the border 


was added 


232. House D, Pier F. God of Number Six and a personification of the waterlily god. 


s from Imix waterlily. 


Pier F. God emerge 


233. House D; 


Pieri: Waterlily sprouts from cap of god. 


3 


234. House D 


punched outlines 
holes 


blue 


punched outline —7 
not a hole 


center is level with surrounding surface punched outlines 


236. House D, Pier F. Underwater plants in lower register. 


237. House D, Pier F. Alternating bone Abau and jade symbols from border of pier. 


238. House D, Pier G. 
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239. House D, Pier С. 


240a. House D, Pier G. Birth glyph at Al. 


240b. House D, Pier G. Capture glyph at A4. 


24 
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. Gods represented on House A. 


God K (The Flare God) 
Represented on B, C, D, E 


Twin Jester Gods 
Represented on Piers 
B GDE 


The Jade God 
Represented on Pier C 


The Quadripartie God 
Represented on Pier C 


The Sun God 
Represented on Piers C, E; 
probably on B, D 


Serpent-Wing of the 
Principal Bird Deity 
Represented on Piers 
BG D E 


243. Gods represented on House D. 


Quadripartite God 
Represented on Piers C, D 


Venus as Evening Star (1) 
Represented on Pier F 


Waterlily God (1) 
Represented on Pier C 


Jaguar God 
Represented on Pier F 


Jade God 


Twin Jester Gods God of Number Six 
Represented on Pier F Represented on Pier F 


Venus as Evening Star (2) Ancestral Tree God 
Represented on Pier B Represented on Piers C, D, F 


Waterlily God (2) Long-Lashed God 
Represented on Pier F Represented on Piers C, E 


Serpent-Wing of the Jeweled Serpent Tree 


Represented on Pier F Principal Bird Deity Represented on Piers C, D? 


Represented on Pier E 


244. House A-D. Joint of houses A-D and À at eastern end. 


245. House A-D. Joint of houses A-D and D at western end. 


246. House A-D. Pier G. Remains of mosaic feather headdress. 
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Serpent-wing — 


247. House A-D. Headdress. Note jaguar tail at top. 


248. House A-D. Serpent wing against feather background. 


249. House A-D. Serpent wing has red border feathers, blue serpent outline and yellow crosshatched 
area painted over blue. 


250. House A-D. Cap of Sun God is at extreme left of jaguar tail. 


251. House A-D. Yellow jaguar tail, Sun God’s headdress and jade piece with bell ornament are prominent. 


252. House A-D, Pier J. Note the glyphs on left. 


60cm 4 


40 У 
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Glyphs 


(all blue) 


Kan-Xul's name glyph 


——Knile 


snout of a xul (precious animal) 


'snaggle tooth" 


nose bones 
upper bao c— nose curl 
N 


incisor tooth 


eye 


— supraorbital plate ) 
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Serpent Long-lashed god 


(upside down) 


253. House A-D, Pier J. Long-snouted xul (animal) with flattened snout. 


254. House A-D, Pier J. Хи! animal interacting with serpent dragon. Note lance above head of serpent. 


256. House A-D, Pier J. Left glyph: two back-to-back glyphic heads. Right glyph: Kan-Xul’s name. 
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259. The Palace Tablet text. 
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260. Kan-Xul of Palenque shown as a captive on a Tonina sculptured stone. 


1.S.1.G. 


INITIAL SERIES 
INTRODUCTORY GLYPH 


SEATED FIGURE 


GOD OF NUMBER 3 (IK) 


PAIRON o! Ihe MONTH MAC 
9! THIS TEXT 
HIS SIGN: The ‘T° 


on his ARM and LEG 


HE IS SEATED ON THE TUN (year sign) Jf 


LEFT FIGURE 


GOD OF NUMBER 9 


* HIS SIGN: JAGUAR SPOTS 
on ARM, LEG and EAR 


A RAIN DEITY 


RIGHT FIGURE 


BAKTUN BIRD (394 years) 


HIS SIGN: HAND with CIRCLE 
on JAW 


9 X 400 TUNS 
9 X 144,000 ( days in a Baktun) = 


1,296,000 days 


LEFT FIGURE 


GOD OF NUMBER 10 


HIS SIGN: SKELETAL HEADDRESS 
and JAW BONE 


DEATH GOD 


RIGHT FIGURE 


KATUN BIRD 


10 X 20 200 TUNS 


10 KATUNS- 72,000 days 


LEFT FIGURE 


GOD OF NUMBER 11 


HIS SIGN: QUERY MARKS 


on ARM and LEG 


A GOD OF EARTH 


RIGHT FIGURE 


TUN BIRD (year) 360 days 


HIS SIGN : FLESHLESS LOWER JAW f: 


11 TUNS 11 X 360- 3960 days 


Recorded in Bakiuns 
Recorded in Kaluns 
Recordad in Tuns 


Recorded in Uinals 


TOTAL DAYS RECORDED 


1.296,000 
72,000 
3,960 
306 


1,372,266 days + 365.24 (1 year): 3757 


261. Palace Tablet, Full-Figure Glyphs. 


262. Palace Tablet, Full-Figure Glyphs text. 


IN GLYPHS IN GLYPH BLOCKS 2-7 


THE HUMAN FIGURE ON THE LEFT 


IS THE MULTIPLIER OF THE FIGURE ON THE RIGHT 


3757 
minus 3114 (the Maya starting date) 


A.D. 643 our time 


LEFT 


RIGH 


FIGURE 


GOD OF NUMBER 17 


HIS SIGN SKULL in HEADDRESS 


Skull is the 10 
Jaguar ear is the 7 
T FIGURE 


TOAD -UINAL (Maya months) 


HIS SIGN: 3 GIRCLES on HEAD 


The month reached is MAC 


17 Ul 


LEFT 


NALS 


7 X 18 days in a Maya month=306 days 


FIGURE 


THE GOD OF ZERO 


HIS SIGN 'COMPLETION'SIGN on ARM 


(the Horal pattern) 


RIGHT FIGURE 


KIN (Day) 


HIS SIGN SUN GOD'S FACE 
and 3 dols under eye 


A HOWLER MONKEY 


0 KINS 


LEFT 


FIGURE 


GOD OF NUMBER 11 


RIGHT FIGURE. (in cartouche) 


AHAU THE DAY 
THE YOUTHFUL SUN GOD 


Here as a Spider Monkey 


11 AHAU IS THE DAY 


263. Palace Tablet, Full-Figure Glyphs. Initial Series, First Full-Figure Glyph with 
patron for the month Mac. 


264. Palace Tablet. Second Full-Figure Glyph. 9 baktuns. 
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265. Palace Tablet. Third Full-Figure Glyph. 10 katuns. 


266. Palace Tablet. Fourth Full-Figure Glyph. 11 tums. 


267. Palace Tablet. Fifth Full-Figure Glyph. 17 winals. 
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268. Palace Tablet. Sixth Full-Figure Glyph. 0 kins. 


269. Palace Tablet. Seventh Full-Figure Glyph. 11 Abau. 


270. Palace Tablet. Three figures at top. 


GROS 


7 "EDS S 


N) 


Palace Tablet. Three figures at top. 
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273. Palace Tablet. Central figure. 


. Left figure at top. 


ace Tablet 
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275. Palace Tablet. Left figure. 
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276. Palace Tablet. Ri 


277. Palace Tablet. Right figure. 


Glyph C13 Palenque Emblem Glyph. Ahaual of Palenque. 


278. Palace Tablet 
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279. Palace Tablet. Glyph C12 Name glyph of Shield Pacal. 


280. Palace Tablet. Glyph K11 Palenque Emblem Glyph. Ahaual of Palenque. 
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281. Palace Tablet. Glyph L14 One of Kan-Xul’s names. Bird-Jaguar uinal title. 


282. Palace Tablet. Glyph FLO GI ot the Palenque 


Triad gods. 


283. Palace Tablet. Glyph F11 GII of the Palenque 
Triad gods. 


284. Palace Tablet. Glyph E12 СШ of the Palenque 
Triad gods. 
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285. East Court with stairways on all four sides. 


286. East Court. Eastern side with nine sculptured figures along basement wall. 


Figures on the north of stairs. 


side. 


St 


Court, ea 


287. East 


288. East Court, east side. Figures on south side of stairs. 


podem 


290. East Court, east side. Figures on south of stairs. 


291. East Court, east side. Headdresses of 
figures were cut off at top at a slant to conform 
with top landing of stairs. 


292. East court, east side. Figures butt up 
against stairs. 
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293. East Court, east side. The nine figures extended to their full size show the great differences in their 
actual size. Numbers 1, 2, and 8 appear to be dwarfs. 


295. East Court, east side. Figure 2 wears a bead 
headdress with long streamers falling down rear. 


297. East Court, east side. Figure 
surrounded by beads wears a bone Abau earplug. 
Note two teeth in open mouth. 


296. East Court, east side. Figure 2, a dwarf, wears a bead-framed head on his protruding chest. 


298. East Court, east side. 
Figures 2, 3, and 4 on the 
north of stairs. 


299. East Court, east side. 
Figure with closed eye and 
parted lips has shank of 
hair tied together which 
falls over the face. 


300. East Court, east side. Figure 4 is of a pair 
flanking stairs. 


301. East Court, east side. Prismatic, 
unmodeled wristlets on arm. 


302. East Court, east side. Cloth on right shoulder of Figure 4 turns at abrupt right angle. 


303. East Court, east side. Southern side of stairs. Five very different figures make up the group. 


304. East Court, east side. 
Figure holds identical position 
of one on north of stairs. 


305a. East Court, east side. Glyphs on 305b. East Court, east side. Glyphs on 
loincloth of north alfarda. loincloth of south alfarda. 
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sprawling h 


Note 
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gure 6 seem 
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East Court 


306. 


307. East Court, east side. Splayed fingers 
of right hand of Figure 6 seem grotesque. 


308. East Court, east side. Figure 7 in 
full front view has head turned and arm 
across chest in gesture of submission. 
Right hand hangs unnaturally straight 
at the side. 


309. East Court, east side. 
Figure 7 wears same type bone 
Abau earplug as other figures. 


310. East Court, east side. 
Figure 8 is a dwarf who seems 
to be the only self-assured one 
in the group. 


311. East Court, east side. 

Bound Higure 9 is the only one with 
signs of degradation 

and sacrifice. 


312. East Court, east side. Figure’s head 
is raised, eyes open and staring, 
lips closed. Chest mutilation is depicted. 


313. East Court, east side. Male genital 
auto-sacrifice is depicted in the 
degrading sculpture of this figure. 


314. East Court, east side. Loincloth 
lines are incised all the way to 
rear of figure. 


315. East Court, east side. Fronts of faces are thick and squared. 


316. East Court, west side. Entrance to House C on East Court. 


317. East Court, west side. Hieroglyphic stairs of Pacal. 


318. East Court, west side. Hieroglyphic stairs. 
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Fig. 319. The Hieroglyphic Stairs of House C, as Proposed by Peter Mathews. 


A1-B4 IS 9: 9. IS. 10 8 Ahau 13 Pop 
BSa 12: 9/08 DN. (Add) 
BSb (9. 9. 2. 4. 8) SLamat 1 Mol 
B6a-b 2412-2323 DN. (Add) 
B6b-Cla (9.11. 1.16. 3) 6 Akbal 1 Yax 
C4 (9.11. 6.16.11) 7 Chuen 4 Ch'en 


Mathews says that there is absolutely no doubt about the first three 
dates: even though there are details missing, the second and third 
dates are linked to the first by DNs, and the first is an IS. For the 
fourth date, no Long Count position is implied, but the best 
solution is the one above—just five years after the preceding date. 


The subject matter of the passages is: 

Passage 1 (A1-A5): “(On) 9. 8. 9.13.0 8 Ahau 
Mah k'ina Shield Pacal, Lord of Palenque." 
Passage 2 (B5-A6): "(It was) 8 kins, 9 uinals, and 12 tuns (from 
the birth to) (9. 9. 2. 4. 8) 5 Lamat 

power K'ina Shield Pacal.” 

Passage 3 (B6-C4a): "(It was) 3 kins, 3 uinals, 12 tuns, and 2 
katuns (from the birth to) (9.11. 1.16. 3) 6 Akbal 1 Yax..." 
The event seems to be a battle of some sort: at Cla is the “axe- 
cab" glyph=-some sort of reference to the act of war. Pacal is 
not named in this passage, so it is not clear if he was the 
protagonist of the battle or not. At D2b is named a ruler of 


13 Pop was born 


1 Mol (when) acceded to 


319. East Court, west side. Text of hieroglyphic stairs. 
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introducing 
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another per 
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YAXCHILAN EMBLEM GLYPH 


49 ^ 50 
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was capiured" 7 Chuen 


4 8 AHAU IS FOE 


relationship 


4 Ch'en о! verb or 
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9 10 13 (DN) 14 (DN) 
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“Site Q” (probably El Peru), who is linked to the Palenque triad 
of gods (C2). It appears that this ruler is the protagonist of the 
axe-cab event, and that the captive may be named at C1, lower 
right half, but this is little more than an educated guess. D2, 
lower half, is possibly a personal name—but it is impossible to 
say for sure. The same glyph(?) is recorded at Tikal TIL3, D2, 
where it plausibly is a personal name. Then comes a relationship 
glyph (C3 upper left) followed by “Shield Jaguar, Lord of 
Yaxchilan." If this reference is to the Shield Jaguar of Yaxchilan, 
he was very young (certainly too young to be waging war) and 
would not come to power at Yaxchilan for another 27+ years. 
D3, upper, seems to name yet another individual. The overall 


meaning of this passage is unclear, but as if to reinforce the 
warlike nature of the passage, the final glyph is chucah, “was 
captured”’—though neither the captor nor captive are clearly 
identified. 

Passage 4 (C4-D6): Likewise this passage is not easy to interpret— 
owing in part to the fact that half the glyphs are weathered. The 
event is unclear. The god Bolonyocte is named at DS, lower 
right, and then Pacal—presumably as protagonist—perhaps as 
agent for or under the auspices of Bolonyocte. D6 includes a 
tuyutot glyph “in his house/temple": could this be a reference to 
the dedication of House C? 


320. East Court, west side. Alfarda on south of stairs is similar to alfardas on Inscriptions Temple. 


321. East Stairs, west side. Alfarda on north of stairs. Note five stacked and tied bars on loincloth. 


322. East Court, west side. Alfardas slope at 45° 
aligning them with stairs. 
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323a. East Court, west side. Figure 1. 
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325b. East Court, west side. Figure 3. 


100cm 


Figure 4. 


side. 


. East Court, west 
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East Court, west side. Figure 5. 
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327b. East Court, west side. Figure 5. 


Figure 6. 


side 


East Court, west 
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329. East Court, west side. Carving is 
carried all the way around the sides. 


330. East Court, west side. Sash and arms 
are carved along the sides. 


331. East Court, west side. Loincloth 
and tie are carved at side of figure. 


332. East Court, west side. Figure 4 wears 
front head of celestial monster. 
Note serrated teeth at front. 


3334 333b 


Block 2 
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Block 3 


333a, 333b. East Court, west side. Glyph blocks between sculptured figures. 


333b 


333a 


Block 4 


Block 5 


Block 6 


335. East Court, west side. Northeast eaves stone of House C. 


334. East Court, west side. Sun god in block 2. 
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336. East Court, west side. Northeast eaves stone of House C. 
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337. North Palace Substructure. View of ће Palace Complex from North Group. 


338. North Palace Substructure tiers 


339c. North Palace Substructure, Tier 4. 


339b. North Palace Substructure, Tier 2. 


339a. North Palace Substructure, Tier 1. 


340. North Palace Substructure. God K emerging from jaws of serpent. Quadripartite Badge on left. 
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341. North Palace Substructure. Composite of an entire God K-serpent-Quadripartite Badge on each tier. 
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344. North Palace Substructure, Tier 2. Flare god, 1975. 


345. North Palace Substructure, Tier 2. Meter-high Quadripartite Badge. 


346. North Palace Substructure, Tier 4. Beautifully proportioned head of ruler. 


348. North Palace Substructure, Tier 4. Wide space in front of sculptured panel covered sculptured Tier 3. 


349. North Palace Substructure, Tier 4. Headdress is a god with crossed eyes, probably the Sun God. 


350. North Palace Substructure, Tier 4. Figure wears a stepped hairstyle with bangs hanging over forehead. 
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351. North Palace Substructure. Basement flange consists of large cut and fitted stones. 


352. North Palace Substructure. 
Basement stones are sharp-cornered 
with each section parallel. 


354. North Palace Substructure. 
Note close fit of lower right 
corners of bottom stones. 


355. North Palace Substructure. 
Foot of sculptured figure on sloping 
alfarda by northern stairs. 
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356. Reconstruction painting of the Palace Complex from north in Late Classic times. Painting by 


Merle Greene Robertson. 


357. West Court looking southwest. 
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358. West Court. Sculptured panel и TOWER COURT 3 FIRST FLOOR SS 


along basement wall on west side. x1 CDU EI M CL e ia ie 
A-B — South end, present toilet area. 
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358, continued. 
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370. West Court. Three piers at south 
end of court. 


360. West Court. Jabali (wild peccary) on casita. 


361. West Court. Feathers splay 
between casita and God K sculpture 
In corner. 


362. West Court. Bust of figure 
within casita. 


God K with flare through forehead mirror. 


363. West Court. Head of 


365. West Court. Peccary sculptured on far south end of casita wall. 
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367. West Court. Sculptured head at north end o 


368. West Court. Sculptured head was covered by abutment at north end of West Court. 


369. West Court. Three-figure sculptured piers form south end of West Court. 


372. West Court. Central pier 
has remains of legs of two 
standing figures. 


371. West Court. Only the legs 
of two standing figures remain on 
the eastern pier at south 

end of court. 


373. West Court. Western pier has one sculptured figure wearing a 
long loincloth over a short skirt. 


374. West Court, east side. Seven glyph blocks on basement wall. 


375. West Court, east side. Glyph block 1 is carved in a cut and 
fitted stone slab similar to those on the Northern Substructure Tiers. 


376. West Court, east side. Fitted stones 377. West Court, east side. Cut and fitted stones 
on basement wall. on basement wall. 


378. The Tower is located in the central area of the Palace Complex. 


379. Tower as seen from the Temple of the Foliated Cross. 


380. Tower. Venus symbol painted on inner wall. 


381. The Tower with its three levels and reconstructed roof. 
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382. The Tower be 


383. The Tower from the West Court, 1889. Note corbel vaulted doorways of small structure at north of 
Tower. 
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384. Tower. Six seated figures 


and one standing are sculptured on eastern wall of Tower. 
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385. Plan of Tower. At summer solstice (June 21) an Ik project from Ik on western wall of the Tower to 


wall within the Tower. 


386. Tower Court. Toilets to the west of Tower. Note three holes in floor. 


387. Tower Court. Sculptured fret to south of stairs. 


388. Tower Court. Note many layers of reconstruction at southern end of court. 
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389. Houses G and H with terrace on south. 


ch leads to South Subterranean passage. 
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390. House H 


391. House H. Doorway in center leads to South Subterranean passage. 
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392. Crudely built structure blocking passage between Houses G and H. 
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393. Houses Н and С. Cross-shaped opening іп wall obstructing passage from House Н to House С. 


394. House G. Upside-down IË in median wall of structure between Houses G and H. 


395. House F. Remodeled Southeast Court, eastern side. 


396. House F. Remodeled Southeast Court, western side. 


397. House F. Cross openings in these small structures are numerous. 


398. House F. Small sanctuary built in front of Ik opening. 


400. House I. Sculptured figure. 


399. House I. Sculptured figure adorns north wall. 
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402. House l. Serpent door. 


403. House I. Serpent-scales outline doorway. Detail at later stage than pl. 401, 
with lichens removed. 


405. House I. Sculptured scroll of serpent tongue. 
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406. House I. Bifurcated tongue of serpent. Upper portion, visible in pl. 404, 
now missing, lichens removed. 


= жеке 9, 
ABI d 
À 


Suri pe wem 
5 An ) 
^ 


407. South Substructure of Palace, with Houses Н and С above. 


409a. South Substructure Altar. West face. 
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408. South Substructure Altar. 


_| 409b. South Substructure Altar. South face. 


410. South Substructure Altar. Sun God on corner. 
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411. South Substructure Altar, 
west face. 
Eye of long-lashed god. 


412. South Substructure Altar. 
Eye has six circles below lashes. 


413. South Substructure Altar. 
Curled nose bones. 


414. South Substructure Altar. Flare god (God K) on west panel. 


415. South Substructure Altar. 
Venus monster on upper corner. 


416. South Substructure Altar. Flare god’s arms are drawn through a Venus symbol. 


alace, west side, south corner. 


417. P 


419, Bench 1, west side. 


420. Bench 1, east side. 


421. Bench 1. Head of Venus monster on west end of south side. 


422. Bench 1. Quadripartite God on east end of south side. 
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423. Bench 1. Text. 


424. Bench 2 in north corridor of 
South Substructure. 


Both openings go all the way through 


PLAN OF ‘Suite’ 
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ROOM WITH BENCH NO. 3, 
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BENCH NO. 4 (Guard's Bench) 
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426. Bench 3. Plan for privacy. 


Is now completely broken. 
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427. 


428. Bench 5. House H. 


429. Bench 6. House E, south end of east corridor. 


430. Bench 7. In Tower. 
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431. Bench 8. The Del Rio Throne in front of Oval Palace Tablet, 


432. Bench 9 in front of bicephalic serpent door, House E. 
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433. Bench 10. Cauac Throne, House B. 


434. Bench 11. A crude stone slab in the 
corridor between Houses G and H. 
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435. Bench 12. At the head of the stairs leading to the South Subterranean Vaults. 


THE MURALS OF 
BONAMPAK 


MARY ELLEN MILLER 


“Bonampak has received surprisingly little 
scholarly attention for such an important 
record of Classic Maya noble society. 
Miller’s study will be the standard for 
years to come.” — Peter Mathews, 
The Peabody Museum, 

Harvard University, 

MacArthur Prize fellow 


At Bonampak, in Chiapas, Mexico, are 
the finest Classic Maya wall paintings 
known today—the last major decorative 
programs of the Maya realm. Although 
the murals are well known for their beauty 
and preservation, Mary Ellen Miller is the 
first to subject them to comprehensive 
study, and her richly illustrated book 
serves as an introduction to these magnifi- 
cent paintings. Reading hieroglyphic texts 
included in the murals, she contributes to 
revision of popular misconceptions of 
Maya society as a peaceful theocracy and 
of Maya art as an impersonal priestly rec- 
ord. 

The author shows that the Bonampak 
paintings depict events concerning the 
royal family of that city, ca. A.D. 800, 
from presentation of an heir and subse- 
quent festivities, continuing through a 
great battle and its aftermath of torture, 
and culminating in human sacrifice and 
penetential bloodletting. According to 
Professor Miller, the murals reflect the 
Classic Maya collapse. The great battle 
may have been the last of Bonampak’s vic- 
tories. No later events have been recorded, 
and it appears that the infant heir never 
reached the throne. 
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< «= [A] masterful study . . > — John Russell, The New York Times 


“Merle Robertson never forgets that Mayan art was produced for a real world and not for a mu- 
seum, and that behind these masterpieces there was a guiding human intelligence with which we 
can identify.” ! — The Times Literary Supplement 


“She has given us a record of archival quality and enduring utility, as well as a poignant reminder 
of a world we have so nearly lost.” — Antiquity 


“This book preserves the sculptures for the future as they cannot be preserved in the real world.” 
— The Americas 


‘“... the most technically exacting, thorough, and lavish of any attempt to record the physical 
remains of the Maya yet undertaken.” — African Arts 
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